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ABSTRACT

Crossovers and Makeovers: Contested Authenticity in new Indian Cinema

The nation-based models for studying cinemas of the world have been
muddled by international co-productions and films that do not fit into simplistic
categories of autonomous national cultures. This thesis is about the Indian industry’s
reassessment of itself and perceived authenticity of ‘Indian’ cinema as it changes to
meet the prospect of gaining a Western audience. I will look at narrative
idiosyncrasies in contemporary Indian cinema (and more specifically Bollywood
cinema), the function of genre in Bollywood films, the emergence of the crossover,
how it complicates the national picture. The historical occasion that gives rise to such
a discussion is the release of movies such as Monsoon Wedding (Dir:Mira Nair 2001),
Lagaan (Dir: Ashutosh Gowarikar 2001) and Bride and Prejudice (Dir: Gurinder
Chadha 2004) this thesis shows how this mode differs from existing cinemas such as
regional cinema and Bollywood cinema and assesses challenges for transnational
products searching for other foreign audiences
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1.0 Introduction:
The nation-based models for studying cinemas of the world have been muddled by
international co-productions and films that do not fit into simplistic categories of
autonomous national cultures. This thesis is about the Indian industry’s reassessment
of itself and management of the perceived authenticity of ‘Indian’ cinema as it
changes to meet the prospect of gaining a Western audience. I will look at narrative
idiosyncrasies in contemporary Indian cinema (and more specifically Bollywood
cinema) and the function of genre in Bollywood films. This will provide a basis on
which to chart the emergence of a new ‘crossover’ genre and show how it complicates
the national picture. This thesis is aimed at broad disciplinary readership, to explain
underlying Indian narrative models that help structure the crossover. The aim of this
project is not only to show the emergence of a new genre mode within Indian cinema
but also to show how this mode differs from existing cinemas such as regional cinema
and Bollywood cinema. The historical occasion that gives rise to such a discussion is
the release of movies such as Monsoon Wedding (Dir:Mira Nair 2001), Lagaan (Tax
Dir: Ashutosh Gowarikar 2001) and Bride and Prejudice (Dir: Gurinder Chadha
2004) that signal the rise of a new format and a further blurring of the types of Indian
cinema.

It has now become much harder to classify what nationality a film belongs to
because of the increasing appearance of global hybrid narratives. In India, films
achieving overseas success now often blend the narrative of indigenous Indian films
with Hollywood and other non-local film narratives, as well as relying on the
participation of technicians and actors from diverse countries. This phenomenon is not
an India-centric one but is occurring in cinemas around the globe. The crossover film
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attempts to experiment with the form and narrative of the indigenous national product
and its new genre mix reveals the breaking down of the opposition between categories
of national and foreign film. The indigenous narrative framework will be defined in
this thesis as the narrative that includes the numerous pleasure pauses included not
only in Bollywood films but also regional films in India. A more detailed description
of this form and the narrative of Bollywood is provided provided later on in this
chapter. Athique notes that the “crossover can be defined as the success of a media
artefact located in one ethnic culture with a majority audience located in the dominant
culture”. (2008: 302) Rajadhyaskshya uses the term ‘crossover’ for the crossing over
of a “culture industry” that if exported and marketed could have a financial turnover a
lot higher than its existing turnover. (2003:30). Thus, a larger foreign market would
be financially advantageous for the Indian film industry.

In the course of my research into the Indian movie industry’s search for
foreign audiences, I came across a second generic form travelling in the other
direction, namely the ‘Bollycat’ film, which will be a secondary interest in this thesis.
‘Bollycat’ is a term that has been recently used by internet bloggers about Indian films
that remake Hollywood films in Bollywood formats. The Bollycat film is one that
takes inspiration from Hollywood films; it may be inspired, plagiarized, copied or reimagined by Bollywood filmmakers depending on who defines it. Examples of these
films are Murder (Dir: Anurag Basu 2004) that is ‘inspired’ by the film Unfaithful
(Dir: Adrian Lyne 2002) and Zeher (Poison Dir: Mohit Suri 2005) inspired by Out of
Time (Dir: Carl Franklin 2003). These films culturally make over mainly Hollywood
films by re-imagining them in a Bollywood context. The Bollycat film and its original
content will be compared in order to identify the narrative and content changes
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required, from a director’s perspective, for local audience appreciation. The Bollycat
and crossover films are related in the manner that they re-conceptualize and rethink
their content to best appeal to their target audiences.

The Bollycat is an established narrative form, unlike the crossover that is yet to
establish its distinct narrative identity. It is inward looking and appeals to local
audiences and their expectations whereas the crossover film looks outward towards a
global (Western 1) horizon. The Bollycat reworks the global to include the indigenous
narrative framework, while the crossover does the opposite. Analysis of how Bollycat
films operate will help clarify the nature of the ‘crossover’ phenomenon. I decided to
look at both the Bollycat and the crossover together, because in the end this is a thesis
about the need for new paradigms for thinking about still-but-not-entirely-national
cinemas. I analyze these Indian indigenous film forms with the help of Indian film
theories rather than solely employing Western film theory resources. It became clear
during the course of this research that fitting Indian films only within the parameters
of Western critical research would be erroneous due the unique indigenous narrative
film forms that exist within India. As will be made clear in chapter two, these forms
are distinct in form, structure and historical references.

Indian and Western scholars like Adrian Athique, Jigna Desai, Jenny Sharpe,
Florian Stadtler varyingly study the crossover film. In the article “The 'crossover'
audience: Mediated multiculturalism and the Indian film”, Athique focuses on the
1

Within the space of this research Western audiences and Western film market refer to the lucrative
North American, British and to a lesser extent Australian audiences and markets. In this project
Western will not include non-English speaking European countries. This is due to the comparatively
higher population of the diaspora in the Anglophone West and due to their larger, financially more
viable markets for Indian films studied later this chapter.
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audience and their perception of the crossover film. Jigna Desai in his book Beyond
Bollywood; The Cultural Politics of South Asian Diasporic Film focuses on the
political economy, social and historical context of the diasporic crossover film. Jenny
Sharpe specifically chooses to study the crossover film Monsoon Wedding and
Bollywood film Dilwale Dulhania Le Jayenge (The brave will get the bride) Dir:
Aditya Chopra 1997) and the different types of crossover they make. In the article
“Cultural Connections: "Lagaan" and Its Audience Responses”, Stadtler looks at the
crossover of the Bollywod film Lagaan and audience responses to the film. Thus, the
crossover film has been studied prior to this project, but what is unique about this
project is mainly three things. Firstly, the method uses both (a mix of) textual
analysis, industry discourse analysis and online sources. I will not be looking at online
sources as a whole but analysing the discourse found in particular types of online
sources. The central focus of the internet discourse differs from other works related to
online discourse such as “Theorizing cyberspace: the idea of voice applied to the
internet discourse” by A Mitra and E Watts published in the New Media and Society
and “Examining Online Public Discourse in Context: A Mixed Method Approach” by
Tamara Witschge published in the Javnost-The Public that focus on internet
participation of the nameless, faceless blogger and forum writers. Instead, I felt that a
look at scholars, researchers, film critics and people from within the film industry
(both Western and Indian) would provide an appropriate context for this research
project. Included within this space of internet discourse is also celebrity activism
enabled by blogging and internet re-diffusion of news/print media. The reason for this
added perspective to this project was to enable a new perspective and information
sphere from people whether within the industry, connected to the industry or
researching it. The innovation is not only taking online sources seriously but
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providing a different source of credible information, going beyond journal articles and
books from scholars but looking at the perspective of online diffusion of information.

Secondly, as mentioned earlier I will be using Indian film theories as an
approach to analyse the Bollycat and the crossover film. As will be seen in chapter
two, using foreign models which usually focus on Hollywood films distorts or
devalues the unique indigenous forms of Indian cinema. Thus, it is imperative to not
only use the scholarly genre and narrative theories based on Indian cinema but to
further create a film model that fits the context of indigenous Indian cinema. Two
theories are of particular significance, namely the framework of interruptions by
Lalitha Gopalan in her book Cinema of interruptions: action genres in contemporary
Indian cinema (2002) and the bifurcation of texts by Ajay Gehlawat. Lalitha Gopalan
proposes that the Bollywood narrative can be identified as the ‘cinema of
interruptions.’ The song-and-dance sequences, censorship, interval, item songs and
sub-plots work within an extra-diegetic space wherein the viewing pleasure which is
usually derived (in Hollywood) by the linearity of its narrative and structure find the
pleasure compartmentalized. Segments of linear narrative trajectory are interrupted by
some sort of non-narrative related pleasure-inducing device or breaks in narrative to
heighten plot anticipation and allow audiences revel in spectacle as a diversion.
Gehlawat positions the Bollywood narrative as a bifurcated one wherein both the
songs and the film’s narrative occupy spaces in two different worlds and the twain do
not meet (2006: 337). He says that the “...two worlds (or diegeses) are constantly on
display and, rather than their compatibility, it is precisely their distinction and
incompatibility that is formally signalled. Such bifurcation of the filmic text, then,
allows for Bollywood song-and-dance to ‘transcend and dissolute’ (sic) the
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‘synthesis’ of the homogenized Hollywood musical form.” (ibid) If the song-anddance sequences exist in an alternate/parallel world there is no requirement to
establish their connection and causal relations; their existence is separated and
“incompatible”. Putting these two theories and other Indian scholarly work on
national narrative and genres in context, I am able to show that the Indian film is not
just bifurcated but trifurcated, quadrifurcated and so on. It is for this reason that
Gopalan’s theory is an important approach for this dissertation.

These ‘interruptions’ that Gopalan classifies as narrative pauses, are used in this
dissertation as a framework to study modern narrative shifts as well as used as a base
for understanding the evolving narrative trajectory of Bollywood and crossover films.
In this project I will look at the interruptive narrative techniques, less as a destructive
interruption, which is what it is from a Western critical and audience perspective, and
more as ‘pleasure pauses’ which is what its function is from a local audience
perspective. Apart from the adjusted terminology, I adapt Gopalan’s theory by the
addition of two further ‘interruptions’. Furthermore, while Gopalan lists the
interruptions and uses case studies to illustrate her points, I look within the
interruptions not just to analyse them as is, but also to provide the different structural
and narrative contexts that each interruption may possess. This initial exploration and
demarcation of the local Indian narrative and cultural cues will create a framework for
future chapters that explore deviation from (or retainment of) this framework. Along
with case studies and textual examples, this narrative framework is used to point out
narrative shifts, firstly between the Bollycat and Hollywood films, and secondly
between the indigenous national framework and the crossover film.

6

The third innovation of this thesis is the use of the theory of cultural discount to
show industry strategies for managing content and narrative in producing a cultural
makeover to gain audience accessibility. My research aim was to look at Indian films
not so much from the belief that they had already made a Western crossover but more
to understand the current trends and capture this phenomenon (of crossing over) in
anticipation of future crossover potential. In that sense, this project is an interim
report of an industry on the cusp of making a crossover.

Defining the narrative of crossover films and also elements that helped these
films successfully cross over will make this project an important reference point when
Indian films make a commercial breakthrough in the Western world. It is worth
mentioning that although narrative is the focus of this thesis, I am aware that there are
other complex processes involved for crossing over including the economics of the
film industry. While these processes are mentioned in chapters four and five, the
focus remains on the narrative in most of this thesis. The specific time period for
analyzing the crossover films will be between the releases of the crossover film
Monsoon Wedding until the release of Slumdog Millionaire (Dir: Danny Boyle 2008)
(between 2001 and 2009). This time period is significant because the release of
Monsoon Wedding and Lagaan, were followed by similar crossover films attempting
to create a similar critical and/or box-office impact. This does not mean that some
significant crossover films (like Fire (Dir: Deepa Mehta 1996 and Salaam Bombay
(Dir: Mira Nair 1988) released prior to Monsoon Wedding do not get a mention in the
typology. In fact, discussing current trends without establishment of historical
background would be erroneous, which is why in each chapter I establish and
contextualize the historical context and references before I move onto the main
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methods of analysis. However, the focus is on the crossover film post the release of
Monsoon Wedding.

1.1 Bollywood, Indian and Crossover film: The muddling of terms:
Bollywood is often referred to as Indian cinema and vice-versa, but the truth is
that Bollywood films are a small fraction of all the films produced in India. Out of the
approximately 1000 films produced in India each year, 150-200 are produced in
Mumbai most if not all are Bollywood films, and the rest make up a mélange of
regional films from the different states of India (Ganti 2004:3). While Bollywood
cinema is economically the most successful type of Indian film and is more widely
dispersed globally, also in existence are popular regional cinemas from local Indian
states such as Tamil Nadu, Maharashtra and Karnataka, as well as smaller-budgeted
art-house films made in regional languages, Hindi and English. These regional
cinemas are remarkably similar in narrative structure to the Bollywood films but also
include specific region-centric features. Bengali cinema is often indebted to literary
sources, while Marathi cinema is known for its lower budgets and simple storylines.
Since 1979, film production in Tamil and Telugu cinema continued to keep pace with
Hindi films with each producing around 140 films per year (Gopalan 2006:5). Indian
film generally adopts its visual aesthetics, narrative form, and audio style from
nineteenth-century Parsi and Urdu theatrical traditions, rural Marathi tamasha,
Marathi natyasangit (religious dance and song) Bengali music-drama, skits, jokes
instead of a single narrative (Booth 1995:172). The distinctive style of Indian cinema
is probably a consequence of it being one of the oldest non-Euro-American cinema
industries. The first feature film was Raja Harishchandra (Dir: Dhundiraj Govind
Phalke), made in 1913, and the first Indian talkie, Alam Ara (Dir: Ardeshir Irani), was

8

released in 1931, only four years after the first talkie, the American The Jazz Singer
(Dir: Alan Crossland). To this day many of the original narrative conventions have
survived in Bollywood as well as regional films. I refer to the films that maintain
these narrative conventions as having an ‘indigenous narrative framework’.

Bollywood cinema is a small part of Indian cinema that includes not only
other regional films but art-house films and smaller budget multiplex films as well.
Indian films also have transnational significance. They (mainly Bollywood films) are
released around the world and are watched by a large diasporic audience. These films
cross over nationally but not ethnically. Some Bollywood films crossover both
nationally and ethnically while films made by diasporic filmmakers that are usually
co-productions further muddle the term ‘Indian cinema’ and what it constitutes. In
this thesis I will use the umbrella term Indian cinema to refer to Indian art house,
regional, Bollywood, Bollycat and Crossover films. The term Bollywood will be used
as an umbrella term for Bollywood NRI films, Bollycat films and other general
Bollywood films.

1.2 Background: What is the crossover?
We are very optimistic that within the next five years a Bollywood movie will match
the success of ‘Crouching Tiger, Hidden Dragon’ in the global market.
— Indian film producer and director Bobby Bedi, February 27, 2005 (in Jones et
al.)
In 2001, Monsoon Wedding was released to not only critical and commercial
success in India but also to success in the United States and the United Kingdom.
Monsoon Wedding managed to reach a wider transnational audience and earned over
$30 million worldwide (Pillania 2008:121), a figure no Indian film had earned at that
point of time. In the same year, the success of Monsoon Wedding was followed by an
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Oscar nomination for the Bollywood film Lagaan. Monsoon Wedding was directed by
an NRI (Non-resident Indian), Mira Nair, while Lagaan was directed by a mainstream
Bollywood director Ashutosh Gowarikar. The release of these films signals the
emergence of two types of Indian films crossing over to Western audience and critical
appreciation.

Stadtler believes that the release of Lagaan and Monsoon Wedding and their
commercial and critical success “highlights the potential of Indian cinema to reach a
global audience” (2005:518). Sharpe suggests that the release of Monsoon Wedding
shows the “increasingly symbiotic relationship between the Bollywood film industry
and the NRIs, who have also emerged as financial backers for Indian films”
(2005:78). Desai notes that after the release of Monsoon Wedding and Lagaan and the
showcasing of Devdas (Dir: Sanjay Leela Bhansali 2002) at the Cannes film festival
“expectations are high for the diasporic and crossover appeal of Bollywood and
diasporic cinema and attendant productions for cosmopolitan and Western audiences”
(2006:115). Aftab also mentions how these films “vouchsafe Bollywood’s newly
minted crossover appeal” (2003:90). Sharpe says that “the Indian press treats
Monsoon Wedding as a Bollywood film, even though it was not made in Mumbai.
Bollywood has more recently witnessed the phenomenon of the "Hinglish" film,
which are made in both Hindi and English. Both of these events are an indication of
the increasingly symbiotic relationship between the Bollywood film industry and the
NRIs, who have also emerged as financial backers for Indian films” (2005:78).

Following the success of Monsoon Wedding, films with narrative elements
from both Hollywood and Bollywood like Bride and Prejudice,
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Hollywood/Bollywood (Dir: Deepa Mehta 2002), The Namesake (Dir: Mira Nair
2006) and Water (Dir: Deepa Mehta 2005) were released and created a new type of
film aesthetic, the ‘crossover’ film. 2 These films featured content that is usually
ignored in mainstream Bollywood films, namely controversial socio-political content
like treatment of widows in India, paedophilia, gender roles, as well as themes of
Indians who move to a new country and have to cope with culture shock and adapting
to a new culture. The reason Monsoon Wedding can be considered a narrative
syncretic of Hollywood and Bollywood is because the film seems to display narrative
characteristics of both film industries. Sharpe notes that, “The indebtedness of
Monsoon Wedding to (the) genre of Bollywood film is unmistakable in its integration
of song-and-dance sequences into the storyline, its indulgence in the rich culture of
Punjabi weddings, and its tribute to the extended family” (2005:61), but also
acknowledges that the gritty narrative and being shot by a hand-held camera, merges
the Bollywood-styled narrative with “realism of American independent filmmaking”.
(2005:61) Mathur notes that films like Bride and Prejudice are “crossover films” in a
“diasporic incarnation” and films that “self-consciously act between at least two
distinct cinematic traditions—Hollywood and Bollywood” (Mathur 2007:1). While
the “diasporic incarnations” of a crossover film have managed to have a Western box
office impact, Bollywood films have had a minimal Western critical and commercial
impact prior to the success of Oscar-nominated Lagaan, which Gooptu refers to as
“the first ‘crossover’ Bollywood film” (2004:533) Lagaan is an important turning
point for Bollywood films since it seemingly “heralds a new era for Hindi cinema in
the global arena” (Stadtler 2005:518) with its Oscar nomination. Films prior to
2

Bride and Prejudice made $6,605,592and $9,296,713, The Namesake made $13,569,248
and $1,008,672, Water made $5,529,144 and $369,082 in the US and in the UK respectively.
Bollywood/Hollywood made $1,492,472 in the US. (ibosnetwork.com)
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Monsoon Wedding and Lagaan have crossed over to a wider non-ethnic audience;
Mira Nair’s Salaam Bombay (1988) was nominated for an Oscar in 1988, later in
1992 her film Mississippi Masala was a moderate box office success and made $7.3
million (boxofficemojo.com) in the US, while Satyajit Ray won an Oscar for Lifetime
achievement award in 1992. .

In his book Beyond Bollywood, Jigna Desai specifies this ‘crossover’ appeal as
applying to ‘white’ Western audiences (2004:41). This definition of crossing over is
the one most commonly used in the Indian media. This racial distinction is not meant
to exclude other races from Western countries viewing Bollywood films but is simply
to show the shift away from the Indian-ethnic overseas minorities. Research among
scholars and the media which I shall study more comprehensively in chapter 4, reveal
that there are two types of crossover films, the diasporic crossover film and the
Bollywood crossover film and this project aims to conduct a combined study of these
crossover films.

1.3 Indian films: the umbrella term
Before we can further study crossover films we need to take a look at the films
generally referred to as ‘Indian’. The books Bollywood: a guidebook to popular Hindi
cinema by Tejaswini Ganti and Bollywood cinema: temples of desire by Vijay Mishra,
and Beyond Bollywood: the cultural politics of South Asian diasporic film by Jigna
Desai define the content, narrative, form, production and distribution of not just
Bollywood but also briefly analyse form and content of other types of Indian cinema.
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Due to the muddling of terms that we looked at in the introduction of this
chapter, demarcating what category of film belonged to the umbrella term, Indian
cinema, is a fairly complex issue. The transnational significance of both the diasporic
film and the Bollywood film further create an issue of whether to consider this
umbrella term from a purely economic, audience or narrative perspective. Despite this
thesis’ focus on the narrative, for the umbrella term used in this project I considered
films to be Indian films from a production perspective. In other words, films either
produced or co-produced by an Indian production house or producer were considered
as an Indian film. Thus, from this definition, the diasporic crossover films were
considered as Indian films only if they fulfilled the criteria from a production
perspective. Diasporic films produced by diasporic or Western producers were not
studied within the space of this research. I have considered films like Bend it like
Beckham and Slumdog Millionaire but these films are considered more for their
cultural significance and narrative context and are not referred to as Indian films. I
also wish to establish that I shall stay away from using the term Bollywood as Indian
cinema interchangeably but I do acknowledge the transnational economic and cultural
significance of the Bollywood films over other types of Indian films. In this chapter
we have so far looked at the crossover film but I will now also look at other types of
films that are included under the umbrella term of Indian films, namely Art house,
regional, Bollywood and Bollycat films. I will also look at the Bollywood films
released among the diasporic market. The aim of a brief analysis of each type of film
is to establish the different forms that exist within India, so that the reader has a
clearly understanding from the onset of what comes under the umbrella term of
‘Indian film’.
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Bollywood, art films and regional films
The colourful multi-hued costumes, synchronized, convoluted dances and
heightened near-operatic melodrama of Bollywood, the Hindi films produced in
Mumbai, make its type of cinema idiosyncratic and distinguish it from other cinemas
from different countries around the world. Vijay Mishra has referred to Bollywood
cinema as “grande syntagmatique”, “texts with extraordinary variety” and an
“interconnected heterogeneous genre” (Mishra 2002: xviii). Tejaswani Ganti believes
that Bollywood is a “shorthand reference not only to a specific industry but to a
distinctive style of filmmaking” (2004:3).

Western scholars and critics of Bollywood cinema have often in the past (prior
to Monsoon Wedding and Lagaan) been none too flattering about its formulaic
qualities, branding it as “shallow commodities created for uneducated mass audience”
(Armes 1987:121). Booth says that “Predictable romances and market-driven action
features make Hindi films remarkably easy to dismiss” (1995:171-172). Joshi says
that the term ‘Bollywood’ has negative connotations but over the years has gained
currency thanks to cable television around the world popularizing the term (2002:12).
Both Armes and Booth see Bollywood being driven by a mass audience national
market. Johnson sums up what he believes the West thinks of Indian films by saying
that “Indian cinema has a reputation in the West founded more on myth than reality.
‘Art’ directors such as Satyajit Ray are given fulsome praise whilst the majority
‘commercial’ cinema receives nothing but ridicule and the entire industry is pilloried
as specious dross by people who then often confess to never having seen any of the
films in question” (Johnson 1987:2). Staedtler notes the “essence of the Bombay
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masala 3 film, exposing the hybrid eclecticism of this kind of filmmaking in its
conflation of different genres to provide three to four hours of escapist
Entertainment.” (2005:517), and admits that the film industry “is often regarded as the
world’s trashiest.” (517) Dudrah feels that since the start of the new millennium
Indian films have started to be recognized as “prolific and important world cinema”.
(2006:16) Co-incidentally, films like Monsoon Wedding and Lagaan were also
released at the start of the millennium. He also adds that “the international press
coverage and film industry media were discussing Bollywood cinema’s potential as a
viable alternative to Hollywood” (2006:17). Derek Malcolm believes that
“Bollywood, just like Hollywood, is capable of good things as well” and believes that
“it is the time to pay attention to it…not just as an Indian phenomenon but as a
significant part of world cinema” (in Joshi 2002:1-2).

The Bollycat
While Bollywood narratives differ significantly from Hollywood’s, their
content may at times bear a startling resemblance to some Hollywood blockbusters.

Binford notes that,

…present day Indian commercial film is the end result of a lengthy
process of imitation, adaptation, and indigenization. Confronted with
challenges from abroad, Indian society has often responded by
indigenizing invasive foreign cultural elements and creating a new
synthesis that is fundamentally Indian […] Hollywood is one of its
parents, but this effectively indigenized hybrid form functions on its own
terms, continuing to absorb and transform the foreign fertilizer fed to it
(1998: 78,82).

3

Masala is type of mixed spice used in Indian food and is often used as a label for Bollywood films
due to their varied genre-bending nature.
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According to film critic Subhash Jha, “in recent years, eight out of every 10
Hindi films are 'inspired' ” (2003). By this, Jha is saying that most Bollywood films
borrow storyline and content from foreign films, mainly Hollywood films. Dudrah
notes that “one of the accusations levelled at Bollywood cinema is that it is a ‘copy’,
or a ‘rip-off’ of mainstream Hollywood films” (200: 42). Plagiarism is a feared legal
issue in other countries. However, the legal situation in India is not as rigid and
borrowing from Hollywood has become almost a Bollywood film tradition regarded
by many as an endearing quality. This phenomenon dates back to earlier Bollywood
films, including the Oscar-nominated Mother India (Dir: Mehboob Khan, 1957). This
was a remake of Good Earth, Dir: Sidney Franklin 1937) (Bhattacharya Screen India
Online 2001). Even one of the most famous Bollywood films, Sholay (Dir: Ramesh
Sippy:1975) appropriated The Magnificent Seven (Dir: John Sturges 1960) (Ahmed
2007). Bollywood does make changes to accommodate local culture and taste, even in
the most blatantly ‘borrowed’ films. The filmmakers themselves prefer to
acknowledge their sources of inspiration but rarely admit to copying or blatantly
plagiarizing films.

Bollywood and the Diaspora

Steven Bowman says that the concept of diaspora, “denotes a community that
has emigrated from the ancestral community yet maintains linguistic and cultural (i.e.
religious), if not political connections to the mother city.” (2004: 192) The Indian
diaspora includes Non-resident Indians (NRI) as well as People of Indian Origin
(PIO) who live in various countries around the world. In many cases the Indian
diaspora still maintains its regional Indian traditions and culture through dress,
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religion, festivals and so on. Part of keeping up ties to the homeland is consuming
Indian products, including its films.

Jigna Desai believes the reason for the post nineties popularity of Indian films
among the diasporic audiences is because of the “facilitated flows of technology,
people, and cultural commodities” resulting in “pathways by which film productions
from India became available to expanding migrant and other populations in the
Middle East, Africa, Europe, Australia, Asia and North America”. (Desai 2004:56)
Desai notes that Bollywood films like Lagaan and Devdas have grossed from 1 to 3
million in the US and sometimes earn more money than Hollywood films in the UK
thanks mainly to the large diasporic population (2005:55). Conventional Bollywood
films, however, don’t automatically have a Western crossover following. Bhaumik
says that Indian film is only “a significant element in Western culture” because of the
“various diasporas, in academia and sometimes in the critical press do these films
emerge as cultural artefacts of some significance”. (2006:191)

The transnational distribution of Indian films on a significant commercial
scale began with diasporic-friendly films in the 90’s. Post Dilwale Dulhania Le
Jayenge (The brave will get the bride Dir:Aditya Chopra 1996), a film that positively
depicted Indian NRIs and was a huge hit among diasporic audiences, Bollywood
introduced a new and popular genre, the NRI film; i.e. the Indian-made film following
the Bollywood genre but incorporating diasporic characters.The overseas success of
Dilwale Dulhania Le Jayenge (Dir: Aditya Chopra:1995) resulted in the diasporic
population also becoming an important target audience. Films started being shot in
foreign locations and with diasporic main characters to appeal to an audience beyond
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the local. Bollywood already earned substantial revenues from NRIs- US $1.75 billion
in 2006 (Brosius and Yazgi 2007:358). According to Jenny Sharpe,

Bollywood's crossover success can be attributed to the increased availability
of Indian films on DVD, cable TV, and in theaters catering to South Asians
living in the diaspora. But it is also an indication of how Indian films are
becoming more global in appearance. Glossy, high budget films shot on
location in Europe and the United States and influenced by the slick
cinematography of commercials are far removed from the feudal village
drama of the 1950s and 1960s belonging to the golden age of Indian cinema.
(2005:60)
As a result, films like Kal Ho Na Ho 4 (If tomorrow comes or not Dir: Nikhil
Advani 2003) and Pardes (Abroad Dir: Subhash Ghai 1997) achieved commercial
success among audiences of Indians both at home and abroad. This wider
international market can be said to have created the base for later deliberately
designed ‘crossover’ films aimed at Indian and non-Indian audiences alike.

Art-house films:
Art-house films in India are also sometimes referred to as ‘parallel cinema’
and are quite different from the narrative of Bollywood films. Art films are known for
their serious socio-political content and realistic narrative techniques. Pioneers of this
types of films in past are Satyajit Raj, Bimal Roy, V. Shantaram, Chetan Anand while
Shyam Benegal, Rituparna Ghosh, Adoor Gopalakrishnan are current filmmakers of
this type of film. Joshi believes that films made by Raj Kapoor, who made films such
4

Other prominent films that were diasporic successes include Veer Zara that opened at number 4 in the
UK with total collections of £1,467,180, opened at 15 in the US with $2,400,000, Lagaan with, 734
and Salaam Namaste with total diasporic collections of approximately 4 million. (Mishra 2006:4)
Sometimes the collections from the diasporic audiences might be just as much as the local market as
was the case with Lagaan which earned $2,427, 510 locally and combined US, UK collections of $1.5
million or more than the local market as is the case of Asoka that earned $900,000 in India and
$1,430,000 in the US and the UK. (4)

18

as Awaara (Tramp 1951)and Mera Naam Joker (My name is joker 1970), tread a fine
line between the avant-garde art film and the commercial viability of the Bollywood
film. (2002: 10) Virdi says that “Art, parallel, and middle cinema are identified with
"high" culture, while popular cinema is the lowest denominator”. (2003:224) Since art
films do not aim to appeal to a pan-national audience, they contain few narrative
elements that Bollywood films and regional films have (like the song-and-dance
sequences within their diegesis) and have more serious subject matter. For example
Bimal Roy’s Do Bigha Zameen (Two wet lands 1953) is about a farmer hit by famine;
and more recently Shyam Benegal’s Hari-Bhari (Fertility 2000) deals with fertility
rights and women’s empowerment. Art films in the past have been the films that have
been shown and appreciated at film-festivals around the world because of their higher
level of narrative transferability as compared to Bollywood films. Athique says that
“Prior to the 1990s the only Indian films to reach any significant Western audiences
were art films operating in this niche market.” (2008:300) Athique goes on to say that,
The art-house audience in the West represents a collection of
consumers with various degrees of investment in an ethno-cultural
scheme of ‘World Cinema’. This coalition of interests might include
those with an academic or professional interest either in cinema or in
the ‘producing culture’. It also encompasses viewers whose
consumption of foreign films represents a mixture of autodidacticism and aesthetic pleasure-seeking gaining them a measure
of cosmopolitan cultural capital. (2008:300)
In other words, Indian art-house films can be part of the World
Cinema because they represent the exotic and ‘high culture’. Moinak
Biswas has differentiated between art films and ‘popular’ films of India by
saying that the art films represent realism while the ‘popular’ films represent
“conventional forms of filmmaking in India” (2007:72). He goes on to say
that the art film, Pather Panchali (1955) by Satyajit Ray represents “the true
form of Indian cinema” (72). Films by Satyajit Ray and Merchant Ivory
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were able to make a crossover to a wider Western audience. Thus, before we
take a look at the future of crossover films I would like to take step back and
look at crossover films of the past.

Satyajit Ray, Merchant-Ivory: transnational narrative and the cultural
crossover
Satyajit Ray was India's first internationally recognized film-maker and,
several years after his death, still remains the most well-known Indian director on the
world stage. Lindsay Anderson, the British filmmaker and critic once said: "I would
compare Satyajit Ray to Eisenstein, Chaplin, Kurosawa, Bergman and Antonioni. He
is among the greatest in world cinema” (Anderson in Sen 2005). Superlative praises
have been heaped on his work by many, including Akira Kurosawa, who declared,
"Not to have seen the cinema of Ray means existing in the world without seeing the
sun or the moon” (in Robinson 2003:96). Ray's first film, Pather Panchali, won
eleven international prizes, including Best Human Document at Cannes film festival.
The Times of India wrote that "It is absurd to compare it with any other Indian cinema
[...] Pather Panchali is pure cinema" (Seton 1971:112). In 1978, the Berlin Film
Festival committee judged him one of the three all-time masters of the cinema, a rare
honour he shared with Chaplin and Bergman.

Thus, it is safe to presume that Ray’s films possessed a transnational appeal
and accessibility to audiences beyond the mainly Bengali audience (Ray films were
made in Bengali). The narrative structure of Ray’s films is hard to categorize
according to the conventions of an indigenous national cinema due to the extensive
influence of Western filmmakers like Jean Renoir, Vittorio De Sica, John Ford and
Frank Capra, Bergman as well as neo-realist cinema. Ray seeks to establish his oeuvre
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with Western influences as well as situate the films within Indian aesthetics. The
tightrope walk of synthesis causes Ray to believe that, “The Western elements often
perturb the Indian viewer in the same way as the indigenous elements perturb the
Western viewers” (1982:2). Cooper believes that in spite of Ray’s ostensible Western
influences, his films are drawn “from an Indian aesthetic as well an Indian social and
historical perspective…and that this “makes his cinema receptive as well as accessible
to the Western as well as Indian spectator. (2000, 1-2) About the elements he
borrowed from the West, Ray claims that, "they have been brought up to my notice
that I can actually name them: irony, understatement, humor, open endings, the use of
leit-motifs and a fluid camera and so on. I only try to tell a story in the best possible
way balancing the needs of Art with the need to reach an audience. By no means a
unique pre-occupation for a filmmaker, but perhaps involving more risks than usual in
the context of India” (in Sen 2005).

Cooper places Ray’s debut feature-length film, Pather Panchali, within the
‘Rasa’ (taste/ mood) theories of Sanskrit poetics. The main character Apu, is
characterised by the feeling of camatkara, a Sanskrit word that means ‘wonder’
(2000:19). Apu’s (the camera’s) gaze in Pathar Panchali creates a highly lit close-up
intimacy with the uniquely Indian sights and sounds that helps a Western audience
share in the wonderment of a neophyte viewer The spectacle in Pathar Panchali is not
the spectacle of the musical sequence diegesis but that of simplistic and realistic
natural elements

Ray’s work can be compared to the diasporic and crossover films of today.
The critical humanistic aspect of Ray’s films and the starkness of the poverty and
social climate of the film lead critics to brand his films as merely exploiting images of
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poverty to the West, a charge raised against contemporary filmmakers like Deepa
Mehta and Mira Nair (and Slumdog Millionaire as we will see). Another similarity
with diasporic films is narrative hybridity. Amartya Sen believes that the narrative
‘synthesis’ is what made Ray’s films unique and accessible. He says that “In
emphasizing the need to honor the individuality of each culture, Ray saw no reason
for closing the doors to the outside world. Indeed, opening doors was an important
priority of Ray's work. In this respect, Ray's attitude contrasts sharply with the
increasing tendency to see Indian culture (or cultures) in highly conservative terms, to
preserve it (or them) from the “`pollution’ of Western ideas and thought. He was
always willing to enjoy and to learn from ideas, art forms, and styles of life from
anywhere, in India or abroad”. (1996:32) However, Sen says that he “find[s] no
evidence in Ray's films or in his writings that the fear of being too influenced by
outsiders disturbed his equilibrium as an ‘Indian’ artist”. (1996:32). Maintaining
equilibrium is what diasporic filmmakers attempt by creating a, hybridised narrative
that appeals to Western audiences. The difference between Ray and diasporic
filmmakers is that Ray was an Indian-resident filmmaker influenced by Western
cinema but making primarily for an Indian audience, while diasporic filmmakers are
ethnically Indian, not necessarily Indian-resident, and producing films directed at
multiple audiences.

Apart from films by Ray, we can also ask whether films by Merchant-Ivory
made from the sixties to the eighties can be considered as crossover films. The initial
goal of the company was "to make English-language films in India aimed at the
international market," (merchantivory.com 2005). The use of Bollywood actors like
Shashi Kapoor, along with British or American actors and actresses like Patricia
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Kendall and Greta Scacchi accords with the conventions of the modern crossover
films. However, the cultural conflict in Merchant-Ivory films like Bombay Talkies is
the reverse of films such as Bend it like Beckham because the focus is on British
living in India rather than on Indians living abroad. Merchant Ivory films are also
primarily directed at a Western audience and usually dominated by money and studio
locations outside of India.

Peter McLuskie of the Museum of Broadcast Communications, groups
Merchant-Ivory films with other Western productions such as Gandhi (Dir: Richard
Attenborough 1982), Heat and Dust (Dir: James Ivory 1983), The Far Pavilions (Dir:
Peter Duffell 1983), The Jewel in the Crown (Dir: Christopher Morahan and Jim
O’Brien 1984) and Lord Mountbatten: The Last Viceroy (Dir: Tom Clegg1985).

The identification of an Indian film, crossover or otherwise, seemingly lies
with the dual process of producing cultural specificity and narrative specificity. If we
take Nandy’s viewpoint into consideration (How Indian is Ray? (1993:40-45), failing
these essential criteria results in the failure of the process of authentication. This test
of authenticity and what is a ‘True’ Indian Crossover film is applied mainly to the
diasporic and co-produced films, and not to films like Bhoot (Dir: Ram Gopal Verma
2003) or Sarkar (Dir: Ram Gopal Verma 2008) that maintain Indian cultural
specificity but blend narrative styles. In the case of the film Black (Dir: Sanjay Leela
Bhansali 2004), even cultural specificity fails to be established with the film set in an
indistinct anglicised location in ostensibly post-colonial India. In such a situation the
question as to what is an authentic national film product is raised, and also may raise
another question: What is an authentic/true crossover film? Do films of Ray or even
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Bhansali and Verma qualify as authentic Indian films? We shall take up this debate of
what is an authentic Indian film next.

1.4 The ‘authentication’ argument and the ‘national synthesis’ argument:
Since cinema in India developed during the growth of anti-colonialism and
was then attached to the nation-building project, critics have sought to define its
uniquely Indian qualities, and have castigated films they saw as selling out to Western
global domination, whether cultural or economic. Such critical response becomes
particularly fraught when Bollycat, Diaspora and Crossover films are concerned, but
apart from the often spurious policing of what and how Indian movies are, there is the
valid function of defining a standard genre in order to be able to determine the nature
of new, hybrid forms. What is an authentic/true crossover film? Do the films of Ray
or even Bhansali and Verma qualify as authentic Indian films?

The identification of, a film, crossover or otherwise, as fully ‘Indian’ seems to
depend on it showing both cultural specificity and narrative specificity. This test of
authenticity applied mainly to the diasporic and co-produced films and not to films
like Bhoot (Ghost Dir: Ram Gopal Verma 2003) or Sarkar (Master Dir: Ram Gopal
Verma 2008) that maintain cultural specificity but not narrative specificity. Ian
Jarvie’s identification of three different arguments for ‘National’ films will help
authenticate these films as national film products (Jarvie 2000:79). Jarvie proposes,
the ‘protectionist’ argument, the ‘cultural defence’ argument and the ‘nation building’
argument. The ‘protectionist’ argument is an economic one and also includes
arguments about “anti-dumping, excess capacity argument and the defence argument”
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(ibid).This argument is mainly from an economic perspective and the protection of the
national economy from the invasion of dominant world cinemas, mainly Hollywood.

The ‘cultural defence’ argument identified by Jarvie assumes that each nation
generates a certain set of character types, idioms, narrative structures and visual
iconography and praises the maintenance of them as defending the purity of national
cultural identity. The Western narrative influences on filmmakers like Ray and
Bhansali thus dilutes the ‘indigenous’ framework, even though people learn about
their culture through many other vehicles than just film (Jarvie 2000:79). Film,
however, can carry cultural messages, either validating or questioning traditional
ideals such as respect for parents, sexual integrity and so on. By incorporating scenes
and figures upholding commonly accepted values in the national culture, films can
prevent the process of deculturization by reducing the depiction of ‘Western’ mores
like sexual immorality, familial disrespect and the importance of self over others.

The nation building argument positions films as active agents in shaping and
building popular culture and even national identity (Jarvie 2000:79) Athique says that
“a nation-building cinema assists in the creation of a unifying national consciousness
by addressing the multicultural population in a manner conducive to consensus and
integration, that is, as a nation (2005:23). The process of nation building can also be
supported through film reaching into the international market (unlikely as it may
seem), by allowing the world to be exposed to Indian images, music and content. This
may result in some mixing of content and style that may not be according to genre
purists authentically Indian, but international reach can boost national celebrity icons,
which can bridge the gap between film industries at home and abroad. Current
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globalising icons include Aishwarya Rai (star of mainstream Hollywood films like
The Last Legion Dir: Doug Lefler 2007) and Pink Panther 2 (Dir: Harald Zwart
2009), AR Rahman (winner of two Oscars including Best Song and Best Original
Score at the 2009 Academy Awards), Frieda Pinto (Indian actress of Slumdog
Millionaire), who due to their dominant association with Bollywood and Indian
cinema are great examples of how international synthesis can bring money and pride
to their home nation. International synthesis can also create a brand new paradigm
that sources ‘the best of both worlds’; a sharing of the same entertainment platform
where both Western audiences as well as Indian audiences can derive pleasure from
the same films. Moreover, economic success of a successful crossover film (coproduction or otherwise) can lead to the local Indian film industry profiting.

On the other hand, the negative aspects of international synthesis would be
the dilution of the indigenous national framework and content to appeal to Western
audiences. Ideally, the expectation would be for Western audiences to appreciate and
understand Indian films without any need to make them more palatable or
Hollywood-like. Given differences of history and culture, this is not likely to occur in
immediately and automatically. However, the crossover can move into non-Indian
spaces, using devices familiar to the West, without losing national authenticity
(accepting that the concept of national authenticity is an abstract and ambiguous one,
and that in a current environment of cultural give and take the format of the crossover
is yet to take shape). To sum up, Indian films can ‘nation build’ through both the
development of a protected national industry, and through international synthesis. The
agent of such a nation-building exercise is the crossover film.
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1.5 Cultural discount used as an approach to analyse inbound and outbound
crossover films

Hoskins and Mirus (1988) came up with the term ‘cultural discount’ to refer to
a cultural product that exists in one culture that “will have a diminished appeal
elsewhere as viewers find it difficult to identify with the style, values, beliefs,
institutions, and behavioral patterns of the material in question” (500). They use the
concept of cultural discount to talk about various cultural and economic factors that
influence the narrative and production of films made in Singapore, but the idea is
clearly transferrable to the Indian context.

This research focuses on the narrative of Indian films, specifically the inbound
and outbound crossover film and the aim is to use the concept of cultural discount as a
method to differentiate between Indian films produced in different formats. Francis
Lee in the article “Hollywood movies in East Asia: examining cultural discount and
performance predictability at the box office” in the Asian Journal of Communication
has analyzed the box office receipts of Hollywood films in Asian markets and
discovered that the popular appeal of films and their performance predictability can
vary according to their genre. His findings show that some cultural products are able
to cross cultural barriers and have universal appeal. Lee says that in 2002, 40% of
Hollywood movies’ international receipts came from the Asia-Pacific (117). Lee says
that there is a certain type of movie that crosses over more easily in East Asia. Lee
summarises this theory as follows:
To put it briefly, this micro-economic theory of comparative advantage
has a number of assumptions. First, that the appeal of media products
is a function of the resources invested in producing them. Hence,
producers with large budgets in hand are in an advantageous position.
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Second, that media products traveling from one market to another will
suffer from a cultural discount, i.e., part of the appeal of the products
will be lost because the audience in the other market is not likely to
have the same background knowledge, linguistic competence, and
other forms of cultural capital to fully appreciate them. Differences in
cultural values and social norms may also lower the appeal of foreign
media products to a local audience. Third, for media trade between
two places, that the cultural discount will be the same no matter in
which direction the media products are going. Hence, this theory does
not rely on any assumption about the capability of American producers
to produce ‘transparent narratives’ (Lee 2008:119).

This article is particularly helpful in providing a basis for understanding the
reverse process of Indian films crossing to Western countries. In chapter four and five
we will see which crossover films have a greater chance of success and why.

Other studies that use cultural discount as an approach include “Economic and
Cultural Influences on the Theatrical Consumption of Foreign Films in Singapore”
by W. Wayne Fu and Tracy K. Lee, “China’s Consumption of Korean Television
Dramas: An Empirical Test of the Cultural Discount Concept” by Park Sora, “The
Effect of Program Type on the Cultural Discount in the Price of Exported U.S.
Television Programs” by Stuart McFadyen, Colin Hoskins and Adam Finn and
“Cultural discount of cinematic achievement: the academy awards and U.S. movies’
East Asian box office”, again by Francis Lee. I will combine an analysis of Indian
film narrative, using Gopalan’s theory of interruptions, with the idea of cultural
discount to show how crossover movies work with varying degrees of success.
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1.6 Methodology and chapter sequence

For this project I will use textual analysis and genre analysis to study Indian
cinema and the crossover phenomenon. McKee defines textual analysis as a “way for
researchers to gather information about how other human beings make sense of the
world” (2003:1), while according to Sproul, genre analysis involves the study of such
things as literary forms, figures of speech and style” (1977:49). In a large part of the
thesis I will also use a descriptive method of analysis to generate a basis on which to
be able to define the existing Indian cinema and the crossover film. As mentioned, I
will rely on Indian theorists such as Gopalan to determine the primary features of the
crossover, and, on the basis of this mapping of the field, and using the concept of
cultural discount I will draw speculative conclusions will be drawn about the success
and potential of the crossover mode.

In the first chapter which contains the literature review, I explore the scholarly
mapping of Bollywood films to determine their generic features. The literature review
compares and contrasts the Hollywood musical drama and the Bollywood film.
Krippendorff says that “content analysis entails a systematic reading of a body, texts,
images, not necessarily from an author’s or users perspective” (2003:3). The rationale
behind the comparative analysis between both older Hollywood musicals and newer
ones with Bollywood films is twofold: Firstly, Bollywood films borrowed generously
from Hollywood films even in the 50s. Secondly, the generic form of the musical is
well established in Hollywood and has existed in its current form for a number of
years. The Hollywood films chosen to be studied in this chapter are older musical

29

dramas like Meet Me in St. Louis (Dir: Vincente Minnelli 1944), West Side Story (Dir:
Robbins and Wise 1961), A Thousand cheers (Dir: George Sidney 1943), Singing in
the Rain (Dir: Donen and Kelly1952) and newer musical dramas like Hairspray
(Dir:Adam Shankman 2007), Mamma Mia (Dir: Phyllida Lloyd 2008), Chicago (Dir:
Chris Columbus 2002), The Producers (Dir: Susan Stroman 2005). While Busby
Berkeley musicals like Stage Struck (1936) and Brightlights (1935) are similar in
form and structure to the Bollywood film, for this project my focus will be on the
Hollywood musical drama because it is a form that was popular from 1930s to a large
part of the 60s and mainly because this is the musical form that exists in most of the
(few) Hollywood musical films like Sweeney Todd (Dir: Tim Burton 2007) and
Dreamgirls (Dir: Bill Condon 2006) released every year. This serves as a basis to
conduct a comparative content analysis of newer Hollywood musical dramas and
Bollywood films from the period 2001 to 2009.

I will use the theoretical guidelines as detailed by Neale (2000), Watson
(2003), Morcom (007), Langford (2005), Hischak (2004), Rubin (1993), Pattulo
(2007), Feuer (1993), Altman (1989) guide my comparison of musicals and then more
general genre models of Hollywood cinema. I will look at the narrative of the
Bollywood film and with the help of these scholars will find out what genre(s)
Bollywood films belong to and what makes Bollywood narrative different from
Hollywood films. To study the genre models from a local Indian perspective I will
examine the views of Gopal and Moorthi, Gehlahwat, Tejaswani Ganti, Majumdar,
Vijay Mishra, Lakshmi Srinivas, Kaur and Sinha, Rosie Thomas and Ravinder
Dudrah who varyingly define the Bollywood genre model(s).
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Later in the chapter, I will shift my focus from mapping the more generalized
genre model of Bollywood films to examining their structure Important to this
analysis is the theoretical idea of a framework of interruptions proposed by Lalitha
Gopalan in her book Cinema of interruptions: action genres in contemporary Indian
cinema (2002). This framework is useful for future chapters when I will be studying
the crossover films which often change the narrative framework or juxtapose it with
the Hollywood narrative.

Lalitha Gopalan proposes that the Bollywood narrative can be identified as the
‘cinema of interruptions.’ The song-and-dance sequences, censorship, interval, item
songs and sub-plots work within an extra-diegetic space wherein the viewing pleasure
which is usually derived (in Hollywood) by the linearity of its narrative and structure
find the pleasure compartmentalized. A better understanding of what the Bollywood
narrative framework is will help establish how crossover films dilute, shift or
maintain the indigenous narrative framework.

The success of crossover films will depend largely on the ability to transfer their
narrative conventions from the Indian market to other cultural contexts; whether I
look at the narrative of Bollywood, Bollycat or crossover films, the narrative is the
main focus of this thesis. Gopalan’s breaking down of the narrative into distinct
components helps this thesis identify what distinct narrative components are missing
in some films and exist in other films. This in turn helps us to understand the
crossover process through its narrative transferability.

The significance of these texts is evaluated by box-office success, scholarly
discourse and online media and user discussion. There is a conscious choice of films
that depict and use the pleasure pauses in specific structural and narrative ways. While
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in most cases I continue to follow the timeframe set for my study (2001-2009) of the
crossover films, I do make exceptions in certain cases to emphasize the presence of a
particular narrative pause in a film that may fall outside the demarcated timeline. I
return to studying ‘pleasure pauses’ later in this thesis, especially in chapters three and
five when I study the Bollycats and the crossover films to understand what presence
‘interruptions’ have within the diegesis of these films.

Chapter three is a study of the Bollycat film. It surveys what industry sources
themselves think about the Bollycat and I also conduct case studies and analyse the
content of the original Hollywood film and its Bollycat version. Identifying a film as a
Bollycat is done in two ways:

1. by surveying reviews of films by prolific film critics like Taran Adarsh,
Subhash Jha, Raja Sen, Nikhat Kazmi and Anil Sinanan to identify whether they
make connections between the Bollywood film and any other Hollywood (or
other international film);

2. by looking, once the critics have established an intertextual connection
between a Bollywood film and a Hollywood film, at the (academically)
unconventional discussion boards, blogs and websites to identify whether and
why the audiences on the web believe that a film is Bollycat.
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There are numerous online discussions and debates to determine which Bollycat film
appropriates which Hollywood or other international film(s) films (a Google search of
the term Bollycat produces 75000 websites). Such internet discussion is an influential
addition to the scholarly material to help establish whether a film was a Bollycat or
not. Chosen to illustrate the Bollycat phenomenon are two very different but
commercially successful Bollycats, namely Black (Dir: Sanjay Leela Bhansali 2005),
Hum Tum (Dir: Kunal Kohli 2004) have been selected to illustrate the Bollycat film.
There has been some mention of this type of film by scholars such as Tejaswani Ganti
and Sheila Nayar, but considering the number of Bollywood films that can be
categorized as Bollycats, it is surprising that they have been negligibly discussed.

Sheila Nayar has written two articles on the Bollywood ‘copying’ Hollywood
phenomenon, namely “The Values of Fantasy: Indian Popular Cinema through
Western Scripts and “Dreams, Dharma and Mrs. Doubtfire: exploring Hindi popular
cinema via its "chutneyed" Western scripts” both published in the Journal of Popular
culture. Tejaswini Ganti briefly mentions how Bollywood films localize Western
scripts in Bollywood: A Guidebook to Popular Hindi Cinema and in her article “And
yet my Heart is still Indian”: The Bombay Film Industry and the (H) Indianization of
Hollywood” published in the book Genre, gender, race, and world cinema. Neelam
Sridhar Wright researches the Bollycat films in the article,“Tom Cruise? Tarantino?
E.T.? ...Indian!: Innovation through imitation in the Cross-cultural Bollywood
Remake” in Scope Online journal. There have also been articles dealing with
Bollywood and copyright law, namely, “The future of copyright in India” by AR
Chowdhury in the Journal of Intellectual Property Law & Practice (2008) and
“Bollywood Pirates: Indian copyright law needs to be updated in order to deal with
recent technological advancements” by Thakker and Munshi in the journal Copyright
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World (2006). This chapter gives a more current assessment of both the content and
the copyright law of Bollywood films but also looks at the Bollycat from a new
perspective. Apart from officially christening the phenomenon in a scholarly work
with a term largely used on internet blogs, websites and forums, I also intend to define
the term from an industry perspective. Essential to this study were opinions of
industry sources like filmmaker Vikram Bhatt, film critic Subhash Jha, filmmaker
Suneel Darshan, film critic Taran Adarsh, Nair, film producer Parag Sanghvi, film
critic Sukanya Verma, filmmaker Pooja Bhatt, filmmaker Mahesh Bhatt and film
critic Sita Menon. Qualitative content analysis, through case studies of the film When
Harry met Sally and Hum Tum is also conducted in this chapter.

The case studies on Black and Hum Tum are used to highlight the gap between
the original and the remake and to test whether different production houses may
remake Hollywood films differently. The aim of these case studies is also to see the
gap between the original and the remake; what was retained and eschewed would in a
way show (from the director’s perspective) what needed to be retained from the plot
that would transfer to Indian audiences and what needed to be eschewed.

In chapter four a survey of articles published online and in print by the New
York Times, The Hindu, Businessworld and by interviews from diasporic filmmakers
like Ashutosh Gowarikar, Deepa Mehta, Gurinder Chadha, Mira Nair and Shekhar
Kapur point to the possibility of an Indian crossover film with a universal narrative:
Conversely, this thesis indicates the reduced possibility of such a crossover if a film
possesses an indigenous Bollywood narrative. While the critics used to structure my
argument include scholars such as Jigna Desai, Amartya Sen and Ashish Nandy, I
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have also studied study online newspaper sources due to their cross-cultural
accessibility and readership beyond geographical confines. These various voices
suggest that a universal schema can be achieved by filmmakers by creating a
juxtaposed narrative highlighting what are presumed to be universal aspects, with
reduced cultural discount, that will make a multi-directional crossover. In this project
the opinion of crossover filmmakers themselves was essential to unlock the key of the
future content and narrative structure of the crossover film. Further, the electronic
media, due to their high readership and accessibility were considered key sources to
understand how this phenomenon of the crossover is being perceived. The
methodology of the typology in chapter five is detailed in the introduction of the
chapter.

As is evident from the methodology breakdown, internet discourse plays an
important role within the space of this project. The development of the internet over
the years has not only enabled instant and more accessible knowledge but has also
become a wider, international medium wherein the public sphere actively participates
in autonomous (and synchronous as well as asynchronous) discussion. Brantz
believes that “Because of its horizontal, open, and user-friendly nature, the Internet
allows for easy access to, and thus greater participation, in the public sphere” (Brants
2005: 144).

Internet discourse

In the new millennium, online editions of newspapers and articles on
newspaper portals have created unprecedented availability of print copies of
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newspapers. These virtual copies are accessible worldwide, updated regularly and
have a worldwide accessibility. Hermans, Vergeer and d’Haenens believe that “The
influence of the internet on news reporting is often formulated in terms of threats to
existing, traditional journalism, as well as new opportunities for revitalizing
journalistic routines” (2009:138). In their article “Internet in the Daily Life of
Journalists: Explaining the use of the Internet by Work-Related Characteristics and
Professional Opinions” published in the Journal of Computer-Mediated
Communication, they discuss the blurring of the traditional boundaries of news and
how news is being disseminated with the help of the internet and new media. While,
analysing data produced by the internet is not a mainstay of scholarly work, in my
opinion the internet plays a central role in civic/public discourse, presents a way for
civic participation and is widely dispersed and is primarily the factors in its choice as
a primary source of data and discussion for this thesis. The World Wide Web provides
a global platform for a wider (international) audience to engage in discussion and
public discourse. Online blogs, online news articles are methods of discourse and one
of the methods employed by this thesis is using the online blogs and discussions to
elicit what is being said about crossover films and Indian films in general and the
questions and debates that arise from this discussion. At the same time the central
focus of the internet discourse differs from other works related to online discourse
such as “Theorizing cyberspace: the idea of voice applied to the internet discourse” by
A Mitra and E Watts published in the New Media and Society and “Examining Online
Public Discourse in Context: A Mixed Method Approach” by Tamara Witschge
published in the Javnost-The Public that focus on internet participation of the
nameless, faceless blogger and forum writers. Instead, scholars, researchers, film
critics and people from within the film industry (both Western and Indian) potentially
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can provide an appropriate context for this research project. Rather than the invisible
anonymous online blogger the focus is on the reputable writer with credentials beyond
the online world. The main writers for these online sources are not so much fans from
forums but mainly film journalists and people from within the film industry that can
provide a more qualified viewpoint at the same time viewpoints that are widely
dispersed and discussed not only by film journalists and people from the industry but
a wider general audience that use the internet. Most of the online writers that will be
quoted in this project are reputable outside their online writing. These include
journalists like Taran Adarsh who is also a film TV journalist, Subhash K. Jha who is
a print media journalist and so on. Much of the online news articles analysed in this
thesis are also available in their print format.

While the focus will not be on fan forums and fan blogs discussion I do briefly
look at fan participation mainly in chapter 3 while researching the Bollycat films.
Discourse produced by such virtual articles and discussion evidently shapes the
discussion as to what is Indian cinema and how various online critics, and blogs from
both critics and people from within the film industry refer to and address the various
types of cinema that exist within India.

While the Internet is looked at as one of the sources of discussion in this
thesis it becomes a primary source of information for the sixth chapter. The focus of
chapter six is the release of the cross-cultural film Slumdog Millionaire. Famous
Indian actor Amitabh Bachchan wrote about the film on his blog after the release of
the film in India. In the blog he publicly rebukes the film and says that "if SM projects
India as [a] third-world, dirty, underbelly developing nation and causes pain and
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disgust among nationalists and patriots, let it be known that a murky underbelly exists
and thrives even in the most developed nations….. It's just that the SM idea, authored
by an Indian and conceived and cinematically put together by a westerner, gets
creative globe recognition. The other would perhaps not." (2009). The ensuing online
debate by film critics and people from within both the Indian and Western film
industry raises similar questions that are raised throughout this thesis. This debate will
be discussed in detail in the concluding chapter, but it is worth noting here that there
wouldn’t have been the space for that debate without the internet. A newspaper
column would have been read by local readers and the ensuing international debate
that occurred would instead have been a smaller localized discussion.

The aim of looking at internet discourse is not so much to quote what has been
said as fact but to look at why and how it has been said, by whom, and how it affects
the overall bigger picture. In that sense this project also employs rhetorical analysis by
reconstructing fragments of information from various sources and then interpreting
the data collected. The content analysis conducted is not done to praise or defend the
Indian cinema or crossover films but rather to determine what they are and how they
function.
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2.0 (a) Literature Review:
This chapter offers a literature review and aims to contextualize the
indigenous film narrative. Gopalan’s theory of interruptions is used as a theoretical
framework that guides the analysis of the narrative of the different types of Indian
cinema. This theoretical framework is modified/taken further in this chapter and the
aim is to clearly establish what is the Indian (mainly Bollywood narrative but also
other forms of popular Indian films like regional films) in this chapter before
establishing and analysing the inbound and outbound Indian crossover films and the
narrative shifts that occur within their narrative. The scholarly literature on genre and
narrative in this chapter will help establish key points and theories that I will draw on
when looking at the problem of cultural discount that both crossover and Bollycat
films have to address.

This chapter initially makes a comparison between Hollywood films and
Bollywood films, choosing the closest genre to Bollywood, the Hollywood musical, to
conduct this comparative analysis. The aim of such an exercise is to show how the
Bollywood film format differs significantly from the Western musical film format.
The problem of Western misrecognition of Bollywood cinema as the musical (which I
study later in this chapter) led me to show that the Bollywood genre is in fact hard to
categorise according to Western critical perspective and it is a distinct genre of its
own that should be studied on its own merit. This comparative analysis and literature
review helps to establish key points and theories that I will refer back to in the rest of
this thesis. I shift focus from genre to narrative to focus on the idiosyncrasies that set
Bollywood films apart from Hollywood and other national and foreign films. The
comparison of Bollywood with Western cinematic conventions is relevant to the study
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of the crossover phenomenon in that genres create audience expectation and so set up
limits for what will or won’t readily translate across cultures

2.1 Genre and Bollywood

In Genre and Hollywood Stephen Neale says that genre is “normally
exemplified by the western, the gangster film, the horror film, the melodrama,
comedy and the like.” (2000:9) but can also include other sub-genres such as
“romantic-comedy, slapstick comedy, the gothic horror film and so on” (2000:9)
Neale points out that films “Consist of specific systems of expectation and hypothesis
which spectators bring with them to the cinema” and because of these expectations
help audiences “with means of recognition and understanding”(2000:31). As far as
musicals are concerned Neale notes that, “…if a character in a film suddenly bursts
into song, spectators (or at least spectators accustomed to Hollywood films) are likely
to hypothesize that the film is a musical, a particular kind of film in which otherwise
unmotivated singing is likely to occur” (27). Neale says that films of certain genre
need to have “verisimilitude” (that is they need to be “probably, plausible or likely”)
and says that the plausibility of singing can only occur in musicals and not in war film
or a thriller (2000:32). He suggests that “these regimes entail rules, norms and laws”
that are not just “probable but obligatory” (2000:32). Barry Langford believes that
Hollywood films have “instantly recognisable” genre qualities like the western and
“its abiding thematic elements- the frontier, ‘the desert and the garden’, ‘dead or
alive’, ‘a man’s got to do what a man’s got to do’” (2005:54), or the musical, “whose
function is to enable and situate the musical performances that define its form”
(2005:83).
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Popular coverage by Western media seem to assume that almost all films in
Bollywood cinema are musicals. 5 Richard Byrne calls Bollywood films “fanciful,
romantic, musicals” (2002) while Sean Axmaker says that, “The old-fashioned
musical may have fallen from favor in the so-called sophistication of modern
Hollywood, but it's the bedrock of India's Bollywood, the biggest film industry in the
world” (2002). Richard Corliss notes, “And in the midst of the starkest plot twists,
everyone sings and dances. Virtually all Bollywood films are musicals” (2003).
Busby Berkeley musicals are similar in form and structure to the Bollywood musicals
wherein the song and dance sequences oscillate between a linear narrative reality to
and extravagantly mounted song sequences that have little to no bearing on the film’s
narrative. Thus, many song sequences in the musicals by Busby Berkeley switch
between narrative and non-narrative elements, creating a dichotomous narrative that
similarly occurs in Bollywood films (as we shall see later on in this chapter). The
Busby Berkeley musicals are not the only defining mode of Hollywood. The form of
cinema characterizing the ‘Hollywood musical’ is the drama set to music, known as
the Hollywood musical drama that was popular from 1930s to a large part of the 60s
and is the musical form that exists in most of the (increasingly few) Hollywood
musical films released every year. The Hollywood musical drama is familiar to
current audiences of Hollywood musicals.

5

Bollywood actress Aishwarya Rai was interviewed and asked if Bollywood films were indeed
musicals.
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2.2 Existing within the narrative vs. existing outside the narrative: bricolage,
realism, tourism and fantasy

The main point of difference between the Hollywood musical drama and
Bollywood films is the songs’ being integrated within the film’s narrative in the
former and the disjunction between narrative action and most songs in Bollywood
films. Martin Rubin believes that a musical “…number is impossible – that is
impossible from the standpoint of the realistic discourse of the narrative” (1993:37).
A song sequence, included in film would be “impossible”, it is safe to presume,
because in reality people do not break out in song and dance. That being said, most of
the classic Hollywood musicals studied, such as My Fair Lady (Dir: George Cukor
1964), The Sound of Music (Dir: Robert Wise 1965) and Chicago (Rob Marshall
2002), attempted to incorporate song and dance so that it meshes smoothly with the
logic of the ‘real’ narrative action, following consistencies of behavioural cause and
effect and the time-space unity of setting. Neale notes that the musical dramas like
My Fair Lady and Fiddler on the Roof (Dir: Norman Jewison 1971) “sharply
integrat[e]” and “organiz[e]…its music, its singing and its dancing” (Neale 2000: 99).
Pattulo believes that the films of Gene Kelly often tried to integrate the music with the
narrative (2007:78). She says that, “Kelly appears to have been concerned with an
integration of spectacle into narrative. If the numbers were to arise ‘naturally’ from
the narrative, their content would need to relate to and play a role in furthering the
narrative” (2007:78). Cohan says that in the films featuring Kelly, “the impression of
spontaneity” in the musical numbers “stems from a type of bricolage” wherein the
performers make use of any props that come to hand and “creates an effect of
spontaneous realism…through simulation”(2002:33). Altman says that, “Only when a
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film combines rhythmic movement with a certain sense of realism can we call that
film a musical” (1989:106). In most of the Hollywood musical dramas studied the
songs exist within the narrative of the film and are a natural or spontaneous
progression from dialogue to song. This spontaneous bursting into song can also
translate into the type of song that is sung. For example in West Side Story, in the
song ‘Cool’, characters progress from frustrated dialogues to a song that is marked by
its charged, desperate choreography and finally towards the end where there seems to
be a “release of tension” (Hischak 2004: 167). In the song ‘I could have danced all
night’ in My Fair Lady, Audrey Hepburn as Eliza Dolittle begins singing the song in
the study, continues up the stairs and finishes singing in her bedroom. The songs ‘My
Favourite Things’ from The Sound of Music and ‘Look at me I’m Sandra Dee’ from
Grease (Dir: Randal Kleiser 1978) are both musical sequences shot in non-spectacular
locations like a bedroom. The environment does not necessarily have to be mundane,
as is the case in ‘The Hills are Alive’ in the Sound of Music, but Julie Andrews
running across the pristine and beautiful Austrian mountain-side is explained in the
plot and there is no sudden, unexplained change in scenery.

Audrey Hepburn in a ‘mundane’ bedroom in My Fair Lady

The newer Hollywood drama musicals integrate the musical number in a
similar manner as some of the earlier musical dramas. In the film Dreamgirls (Dir:
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Bill Condon 2006), the character Alfie is in mid-conversation with her boyfriend
Curtis and when it is clear that their relationship is ending, Alfie breaks out into a
musical number, ‘And I’m telling you’ which includes lyrics such as, ‘I'm staying and
you ... you're going to love me’. This song is a ‘natural’ progression from dialogue to
singing (and the song itself acts as a conversation between the two characters). Other
such integrated musical numbers are featured in Mamma Mia (Dir: Phyllida Lloyd
2008), High School Musical 3 (Dir: Kenny Ortega 2008), Hairspray (Dir:Adam
Shankman 2007) and Rent (Dir: Chris Columbus 2006).

However, Chicago establishes a parallel narrative wherein the musical
numbers exist within the imagination of the main character, Roxie Hart, and can be
said to be a new strategy of explanation. There is no need to set up an alternate world
to include the song sequences because even though they may not always be an
explanation to why the songs exist within the narrative, they do exist within the
narrative setup.

44

Gene Kelly and umbrella in Singing in the Rain
Another way (apart from minimal location changes and progression from
dialogue to song) that the Hollywood musical numbers attempt to integrate the song
within the narrative is by “environment choreography” (Feuer 1993:5). Environment
choreography is where characters use the surroundings and the props at hand and
introduce them into the musical number. Jane Feuer believes that “environment
choreography” abounds in many Hollywood musicals, specifically “the Kelly-Donen
collaborations” like Thousand Cheers (Dir: George Sidney 1943) and Living In a Big
Way (Dir: Gregory La Cava 1947) (1980:24) and also the song and dance numbers of
Fred Astaire, star of many 1930s musicals, like Royal Wedding (featuring a coat rack
as a prop) and History of the Beat (where drums serve as a prop) (1993:5). The use of
the environment and at-hand props allows a naturalistic progression from dialogue to
song without altering the linearity of the plot and changing locations.

In contrast to the Hollywood conventions, the songs in the Bollywood film can
appear abrupt, unexplained with no causal relation or continuity of location(s) and
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sometimes stall the narrative of the film. Not all song-and-dance sequences are
completely illogical, however, and there can be explanations as to why characters are
breaking out into song. For example, most item songs 6 are set inside a club where
singing isn’t completely outside the realm of possibility. Films about aspiring dancers
and singers like Taal (Dir: Subhash Ghai 2003) and Star (Dir: Vinod Pande 1982) can
also incorporate song sequences with relatively valid explanations. Rangeela (Dir:
Ram Gopal Verma 1995) depicts a song sequence starring actress Urmila Matondkar
but the song is part of a film that the character is acting in. Thus, it is a film song
within a film song. Nevertheless, these are exceptions rather than the norm and most
film songs in Bollywood films are seemingly disruptive to narrative fluidity.

Kumar says that the location changes in the film, Bade miyan chote miyan
(Dir: David Dhawan 1998) are quite “abrupt” with the location changing from “a
shopping center to an indoor shooting floor” to a “disco-theque” to a “traditional
kotha” (brothel) (in Gopal and Moorthi 2008:145). Basu says that in the film Dil Se
(Dir: Mani Ratnam 1998) “the picturization of the song ‘Dil Se re’ combines different
visual diagrams and motifs: the realist narrative, the steadycam shots of a CNN-style
background reportage, a transnational consumer lifestyle, tourism, pearl necklaces, a
spinning basketball on a deserted court, designer gowns, and the constantly reordered
body of the woman” (in Gopal and Moorthi: 163). This song would be an example of
the tourism interlude song in Bollywood where songs abruptly change location
without explanation. Within the space of a single song, the actors could have
traversed multiple countries or different artificial sets. The function of the tourism
interlude, as I shall explain later, is purely for spectacle purposes. Ganti refers to these
6

Item songs are the songs in Bollywood films that feature a newly introduced character for the period
of that song who is usually a female depicted in a sexualized manner.
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songs as “virtual tourism” (2004:87) wherein audiences are taken on a virtual tour of
various beautiful scenic locations and countries. She also says that most of the time
the locations (which have included Switzerland, Hungary, Mexico and New Zealand)
“have no relevance to the plot and function as pure spectacle and novelty” (2004:86).
It is a narrative pause that halts the narrative cohesion and progression and appeals to
the tourist within the audience.

Gehlawat positions the Bollywood narrative as a bifurcated one wherein both
the songs and the film’s narrative occupy spaces in two different worlds and the twain
do not meet (2006: 337). He says that the “...two worlds (or diegeses) are constantly
on display and, rather than their compatibility, it is precisely their distinction and
incompatibility that is formally signaled. Such bifurcation of the filmic text, then,
allows for the Bollywood song-and-dance to ‘transcend and dissolute’ the ‘synthesis’
of the homogenized Hollywood musical form” (337). If the song-and-dance
sequences exist in an alternate/parallel world, there is no requirement to establish their
connection and causal relations; their existence is separated and “incompatible”.
Gehlawat believes that “The song-and-dance in the popular Indian film (e.g., in Dil
Se. . .), unlike its Hollywood ‘counterpart’, makes no overt attempt to ‘suture’ the
musical number back within the text, nor does it work to establish a parallel model
between song-and-dance and film event” (Gehlahwat 2006: 332). Within the space of
a song the Bollywood film is on hold and audiences are taken into a different diegetic
space with glossy visuals and higher production values; once the song ends and the
narrative begins, audiences are drawn back into seemingly realistic narrative and real
locations (as is the case in both the songs, ‘Dil Se’ and ‘Bade Miyan Chote Miyan’)
until the next song begins and the ostensible realism of the narrative is interrupted.
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Lead actors of Kuch Naa Kaho (2004)

Om Shanthi Om (2007)

The constant costume changes within a single song further defy time space
unity and narrative cohesion. In Dhoom 2 (Dir: Sanjay Gadhvi 2006), the character
Sunehri goes from an abandoned basement in one scene straight to a club in the next.
The entire song ‘Krazy Kiya’ (You made me crazy) seems to be shot in different parts
of the same disco-theque but the character makes four costume changes within the
course of one song.

Costume changes in the song ‘Krazy Kiya Re’

48

The actors being able to change their clothes in either different locations (or
sometimes even the same location as is the case in Dhoom 2) shows that the existence
of these songs are within an alternate, parallel musical world and not within the same
narrative diegesis as is the case in most Hollywood musical dramas.

Since the Bollywood song can exist in an unreal/alternate place, the existence
of environmental choreography is minimal. In the film Devdas, the character Paro in
the song, ‘Silsila Yeh Chahat Ka’ (The Chain of This Love) does use two props, an
Indian lantern and a tray of red powder that she twirls around at the end of the song.
These props work as a major part of the mise-en-scène with numerous close-ups of
the lantern (which is used as a metaphor for her loyalty to her childhood love,
Devdas) and a slow-motion twirling of the tray featuring vermillion powder. They
(the props) work as a special feature of these songs rather than the characters naturally
picking up props from the surrounding. Inter-cut in this song is also a flashback of the
two lovers when they were children, and the song returns back to ‘real time’ just in
time for a rain dance. In this rain dance all the background dancers attempt to take
Paro back into the house to protect her from the rain but she instead chooses to dance
in the room where the lamp continues to stay alight.
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Paro twirling the tray with vermillion powder
Another major difference between the Hollywood musical and Bollywood, is
how songs themselves are brought to the screen. In the Hollywood musical tradition
the actors are usually selected for their ability to perform their own songs. In a
majority of current Hollywood musical numbers such as High School Musical and
Mamma Mia the actors sing their own songs without the use of playback singers even
if they are not the best of singers (case in point, former James Bond, Pierce Brosnan
in Mama Mia). Unlike in Bollywood, many song sequences in the Hollywood musical
feature background characters from the environment that partake in the musical
number and join in with either bit singing roles or in the chorus. In Bollywood the
existence of playback singers makes explicit that the actors are miming or at least
appear to be.

Playback singing was introduced in 1935 in Indian cinema (Ganti 2004:15)
and is the process where talented singers sing off screen for the actors. As result of
playback singers, actors and actresses in Bollywood need not be good singers because
they are lip-synching. Of playback singing Majumdar says that, “the two intersecting
texts of the singer and the actor exist in a symbiotic relationship, appealing
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simultaneously to two sets of pleasures, the aural and the visual” (2001:164). Benegal
and Heide note that while playback singers are not very famous in many other film
industries in the world, in India they can sometimes rival the popularity of the actors.
(2006:79) Mishra points out that iconic singer Lata Mangeshkar has sung the largest
number of songs in the world and calls her “the glorious, definitive voice of the
Bombay filmic heroine” (165). Playback singers singing for actors can have a
distancing (and disintegrative) effect within the narrative. Morcom says that
This singing is in a sense diegetic because a person is seen to be singing;
however, it is more accurately described as quasi-diegetic’ because they
are only pretending to be singing. Instead we hear the voice of a
professional playback singer. Whilst, this quasi-diegetic playback singing
was first used to ensure a good quality of singing in film songs, it is also a
powerful intertextual device. In the Indian film industry, on the whole few
singers sing for many more actors, which results in the voices of the
singers gathering associations that greatly transcend any single film scene
or song. (2007:84)

What Morcom, Mishra, Benegal and Heide seem to say is that that singers like Lata
Mangeshkar transcend the narrative of the film and provide an association with the
audiences that is quite distinct from the association with the song within the narrative
or even with the actress lip-synching the song.

Having looked at the differences between the Hollywood musical genre and
the Bollywood film, I will next investigate whether the Bollywood film can be
adequately subsumed into a Western generic framework. Paul Watson (2003:156)
schematizes “possible criteria” for different (Hollywood) genres and he says that
while some genres like the gross-out comedy are harder to categorize, the western and
the musical “are established categories of production readily recognized by both
filmmakers and audiences” (2003:155). Gopal and Moorthi believe that the
Hollywood musical is a distinctive genre while songs and dances are an essential part
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of the Bollywood film narrative and are included in films of different genres (2008:2).
Thus, there is no such thing as ‘the musical’ as a separate genre in India (2).

Bollywood films can include elements of different genres within one film. For
example, the film Main Hoon Na (Dir: Farah Khan), released in 2005 is a film about
an undercover army officer masquerading as a student. The film includes screwball
comedy, two parallel romances; action sequences that include a Matrix-style fight
scene on an Indian rickshaw. The film tackles the subject of terrorism and anti-war
protest in the climax of the film and ends with a full-blown musical number that
includes the cast and crew of the film. Neale says that “bursting into song is
appropriate, therefore probable — therefore believable — in a musical, but not in a
war film or a thriller” (2000:28). Bollywood films featuring war and fighting like
Tango Charlie (Dir: Mani Shankar 2005), LOC (Dir: J.P.Dutta 2003), Lakshya (Dir:
Farhan Akhtar 2004) are all ostensibly ‘war’ films yet contain sequences where actors
burst into song. Srinivas says of the Bollywood film that, “Unlike Hollywood movies,
the films fail to fit a particular genre as they provide the audience with family drama,
boy-meets-girl romance, fight and chase scenes as well as slapstick, verbal
gymnastics and folk humour all in the same film” (2002:157). Bollywood filmmakers
rarely restricts themselves to Western genre conventions of the musical; filmmakers
can mix in horror stories, police thrillers, and there are no restrictions as to what other
genre elements may also be included in a film. Kaur and Sinha, talking about the cult
Bollywood film Sholay, say that it is “Popularly regarde ‘curry western’, [and] the
appeal of Sholay partially lies in its ability to successfully rework a number of
elements — romance, comedy, feudal costume drama — drawn from diverse sources
— Japanese samurai epics, American and Italian westerns, Indian B-movies — into a
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scattered, shattered epic” (Kaur and Sinha 2005: 184). Examples of newer “scattered,
shattered epics” are Om Shanthi Om (Dir: Farah Khan 2007) and Chandni Chowk to
China (Dir: Nikhil Advani 2009). The first features physical comedy, a pastiche of
Bollywood films, actors and filmmakers, action sequences, a story of reincarnation
and a climax with an avenging re-incarnated character. The second contains kung-fu
action sequences, another story of re-incarnation, screwball comedy, elaborate action
scenes and convoluted musical numbers. Lutgendorf in his article “Is There an Indian
Way of Filmmaking?” in the International Journal of Hindu Studies says that,

Whereas Western viewers are sometimes distressed by what seems to
them a mélange of genres (comedy, actionadventure, romance, and so
on) and too-abrupt transitions in mood (a tragic scene yielding to a
comic one, and then to a romantic song set in a fantasied landscape),
Indian audiences take such shifts in their stride and may even complain
if a film does not deliver the anticipated range of emotions (though they
also at times complain of pointlessness in film sequences if the moods
evoked do not in some sense cohere into a satisfying whole) (2006:238)
Rosie Thomas writes of “the baroque surface of the Hindi film” (Thomas
1985:117), and describes it as a form “in which narrative is comparatively loose and
fragmented, realism irrelevant, psychological characterization disregarded, elaborate
dialogues prized, music essential, and both the emotional involvement of the audience
and the pleasure of sheer spectacle privileged throughout the three hour duration of
the entertainment” (Thomas 1995:162). Thomas, Kaur and Sinha, Lutgendorf and
Srinivas seem to be in agreement that Bollywood films do not follow Western genre
conventions and can include a number of subjects, formal criteria, subject matter and
styles that would normally not be included in Hollywood film of a certain genre. This
finding is relevant to this thesis because it reveals that this project requires a narrative
framework from an Indian critical context independent from Western genre theories.
Ganti believes that the Bollywood film can be considered to be a type of genre itself
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(especially to Western audiences) (2004:140). A common term to describe this
fragmented “baroque” (the Bollywood film) is the ‘Masala film’.

The Masala label comes from the Hindi word masala, the premade mixture of
spices used to flavour Indian food. The Masala film intends to pleasure audiences in
multiple ways and it is for this reason that I refer to it as the ‘multiple pleasure ploy’.
Ganti says that the Masala film contains “a potpourri of elements-music, romance,
action, comedy and drama” (139). The idea is to appeal to a cross section of audiences
and include different ingredients within the recipe. Another factor that defines the
Masala film is the rapidity, variety and extent of emotionality; a feature of traditional
epics. Bollywood films have invoked Indian traditional drama for years, Booth, for
example, lists theatrical conventions like the mangalacharan (a religious invocation
prior to a theatrical performance) that have been included within the Bollywood film
format (1995:173). The melange of heightened emotion within a single narrative
works to provide the intensity of emotions from high comedy to tragedy to action to
musical song-and-dance numbers, providing a multiplicity of (Western) genre types
that are appreciated by Indian audiences due to learned conventions and their
significance within the traditional Indian narrative. Thomas says that a good
Bollywood film “blends the masala in proper proportions” (1985:124). Dudrah says
that “the only Western analogy for such an omnibus form is Elizabethan drama, as
seen in Shakespearean plays” (2006:49). Bhaumik says that from the 1970s Masala
films has remained the “basic format” of Bollywood, although he says that select
filmmakers like Ram Gopal Verma and Mani Ratnam altered the format to include
inspirations from Indian art films and Hollywood new wave (2004:3).
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While certain Bollywood films like Om Shanthi Om, Main Hoon Na and
Chandni Chowk to China can be considered Masala films, Ganti says that others can
be categorized by Indian viewers who can differentiate between different genres of
Bollywood films more because genre is “basically a way of categorizing and creating
differences based on the expectation of the repetition of certain features” (2004:140).
Ganti notes that the (Indian) “viewers will categorize films based on plots, themes,
and narrative emphasis” (2004:140). It is “relational rather than an absolute concept”
(Ganti 2004:140). In other words, while Bollywood films can contain a “pot-pourri”
of elements, [they]…can be classified as family films, gangster films, comedies,
teenage love stories, lost and found stories, revenge dramas, etc.” according to the
content, narrative style and formal criteria (2004:140). Accordingly, we can conclude
that it is not appropriate to try to analyse the Bollywood cinematic mode using the
genre modelling of Hollywood. There are real differences, and these have a role in
determining the degree to which a film is seen as ‘Indian’ and to which it might
readily be received in the West.

2.3 Towards a theory of Pleasure Pauses

So far in this chapter we have looked at the structure of Bollywood films in the
context of Western genre expectations to determine a broad set of distinctive
indigenous narrative elements However, not all Indian film adheres to one standard
formula, and to be able to discuss new forms such as the ‘Bollycat’ and the
‘crossover’, we need to identify other characteristics of films that are also
recognisably Indian. Gopalan in her book Cinema of interruptions: action genres in
contemporary Indian cinema (2002) proposes a new theoretical framework for
understanding the narrative of Indian films. She notes that Indian films can be
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understood as an assemblage of interruptions that halt the linear narrative and flow of
the film. Other scholars like Ganti, Mishra and Desai have described how Bollywood
has its own unique structure with a focus on its song and dance sequences but
Gopalan provides a framework of interruptions specifically detailing the narrative
features that render Indian films unique.

Gopalan says that, “…Indian popular cinema….undercut[s] the hermetic
universe developed in Hollywood films by interrupting it with song-and-dance
sequences, comedy tracks, and multi-plot narratives” (2002:17-18). Gopalan lists
three ‘interruptions’: the interval, censorship and the song-and-dance sequences.
These factors can either work within an extra or intra-diegetic space wherein the
viewing pleasure, which is usually derived in Hollywood from the linearity of its
narrative and structure in India is located in the segmented structuring of the film
experience. Nayar says that these interruptions proposed by Gopalan are “an almost
codified set of gaps that have become the stuff out of which, and around which,
expectation in Indian film is built” (2004:60). The narrative of Indian films is
interrupted by a seemingly non-narrative related pleasure-inducing device or by
breaks in narrative to either heighten plot anticipation or to be spectacle-inducing
diversions.

Gopalan’s use of the term ‘interruptions’ suggests that narrative pauses that
occur in Indian films constitute a negative stalling of audience viewing pleasure.
Gopalan says that “just as continuity in classical Hollywood narrative offers us both
pleasure and anger, in this cinema, too, we find pleasures in these interruptions and
not despite them. Indian cinema is marked by interrupted pleasures” (2002:21).
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Although Gopalan acknowledges the enjoyment derived from these ‘interruptions’,
the term i can too easily be misunderstood because of its negative connotations..The
compartmentalization of Bollywood narrative into segments of the narrative, the
song-and-dance sequences and the interval offer multiple pleasures that are enjoyed
by audiences who have learned the conventions and thus do not just acknowledge but
also anticipate these ‘interruptions’. To emphasize the positive nature of interruptions,
I will substitute the term ‘pleasure pauses’ (which are what they are from a local
Indian audience perspective). Nayar says that “such constellations [interruptions] and
their innumerable effects are of course never addressed in contemporary film theory,
overly grounded as it is in a Western sensibility” (2004:60). As briefly stated in the
introduction, the difference between my theory of pleasure pauses and Gopalan’s
theory of interruptions is more than mere wordplay. I add two more interruptions to
the theory, namely sub-plot (Bollywood films contain numerous sub-plots that may or
may not be related to the narrative of the film) and the ‘item’ song (songs featuring
skimpily dressed girls who are not part of the films plot-line). Gopalan acknowledges
both of these for their interruptive nature yet doesn’t actually include them in her list
of interruptions. The thesis also seeks to take her theory further, by looking at what
happens within each interruption, providing some context for how they work, and
assessing whether they advance, complement or break the narrative.

Gopalan introduces the song-and-dance sequences in the first chapter of her
book and focuses on their economic importance (due to the income film soundtrack
CDs generate) and details their effects, including “delaying the development of the
plot, distracting us from the other scenes of the narrative through spatial and temporal
disjunctions, and being an integral link to the plot.” (2002:19) Thus, each song might
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have a different narrative and structural function and may or may not be an actual
‘interruption’ to the narrative if it is indeed an “integral link to the plot”. As seen
earlier in this chapter, songs are an obligatory part of the narrative in Bollywood film
but can be situated in an alternate world. Song-and-dance numbers have existed in
Hindi films since 1931 and since then almost all Bollywood films have included
songs (Morcom 2008:63). Gehlahwat (as previously mentioned) proposes the
bifurcation of text wherein the songs and narrative exist in two parallel worlds
(2006:337). However, some songs are “integral” to the plot and some can exist within
the narrative of the film rather than being an extra-diegetic ‘interruption’ in a
bifurcated world. Morcom says that in some song-and-dance sequences, “many
characters may sing in a single song, involving a number of different points of view,
and flashbacks and simultaneous scenes and actions are also common” (2007:44).
Morcom believes that even the spectacle and tourism interlude in Bollywood films are
narratively justified and “even contribute to narrative meaning and effect” because
“being transported to a beautiful location that is different from everyday life focuses
and isolates the feelings of the romantic couple and their desire to be alone together
and also visually creates poetic images commonly used in song lyrics” (59). As
Dwyer writes, “These locations not only fulfil the lyrics’ requirement for an earthly
paradise, but by their remoteness allow the characters to step outside the confines of
their everyday lives, to savour movement and freedom but also to show the universal,
spaceless nature of love. (2004:119)” (in Morcom 2007:59). Thus, Gopalan lists the
song-and-dance sequence as one type of interruption, Gehlawat says that the songand-dance does not operate within the narrative while Morcom and Dwyer believe
that the songs can contribute to “narrative meaning”. These differing views may
suggest that these are just different opinions of these scholars but can also mean that
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song-and-dance sequences in Bollywood do not have one singular narrative or
spectacle function. A case in point would be the the item song as interruption. An
item song is where a character unrelated to the plot (and who does not make another
appearance in the film) performs a highly sexualized number. The item song, in most
cases, has absolutely no relevance to plot and usually exists outside the narrative. For
example in the film Dil Se (Dir: Mani Ratnam 1998) the character Amarkanth is
shown sipping tea with rain droplets falling on his head. In the very next scene he is
atop a train with a beautiful village woman, dancing with an array of synchronized
background dancers. At the end of the song the film returns to the narrative but there
is no mention of the existence of that song (or his dancing atop the train) by the
character. This song does exist in the bifurcated world that Gehlawat talks about; its
presence is purely for spectacle.

On the other hand, songs like ‘Ghanan Ghanan’ (Lord Ghanan) from the film
Lagaan exist within the narrative and propel it forward. A religious song like ‘O
Palanhare’ (O Lord), also from Lagaan invokes the Gods and is part of the narrative
of the film but at the same time has no relevance to the plot and does not propel the
narrative forward. Thus, the song-and-dance sequences seem to have distinct
spectacle and narrative functions and they can either break the narrative (like the item
song), propel the narrative (like the love song) or complement the narrative (like the
religious song).

The next interruption that Gopalan mentions is the interval. Gopalan talks
about how the interval (the ten minute break between two halves of a film or between
an intruductory film and the feature) is not just arbitrarily placed but is “regulated by
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genre constraints and directorial style” (2002:20). Film director, Rakesh Roshan, of
films such as Koi..mil gaya (2003) and Kkrish (2006), says that, “the interval point
should be a turning point, so that when people come out they can say ‘Whats [sic]
going to happen now?’ this is going to happen, no this is going to happen, when they
discuss then they are interested in the film” (in Ganti 2004:175). In that sense the
interval may be a break between a film but the point at which this interval occurs is
not random. The positioning of the interval needs to complement the narrative of the
film and that is why the interval itself is a pleasure pause. By occurring at a pivotal
moment in a film and by providing audiences with a talking point during this break, it
can be considered an extra-diegetic part of the experience of viewing the film.

In addition to the interruptions of the song-and-dance sequences and the
interval, Gopalan has listed censorship as another type of interruption. Indian films
are censored by the CBFC (Central Board of Film Certification). Gokulsing and
Dissanayake say that the Board has confounding double standards where artistic
erotic scenes are censored but “lewd” dancing and suggestive song and dances are left
uncut (2004:124). They give the example of films, Vikram Bhatt’s Raaz (2002),
Deepa Mehta’s Fire (1996), Mira Nair’s Kamasutra (1996) and Monsoon Wedding
which were all censored by the CBFC (124). Neu says that “The Cinematograph Act
actually explicitly calls for clean and healthy entertainment as well as that the film is
of aesthetic value and cinematically of a good standard” (2007:28). Due to the largely
unwritten censorship rules and the ambiguity of what “clean and healthy
entertainment” is, filmmakers have attempted to dodge censorship rules by including
extra-digetic scenes, suggestions, metaphors and other ploys. To avoid films being
censored and censured by the board, filmmakers adopted specific methods to depict
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kissing, sexual activity and sexualizing seemingly virginal female characters without
compromising on the unwritten code of the Censorship Board. The result can be a
pausing of the narrative to avoid depicting sex by providing a narrative replacement
for sexual activity. Gopalan says that filmmakers over the years have devised
techniques by the “withdrawal of the camera” (2002:21) to depict sex and sexuality.
She says the withdrawal-of-the-camera technique is instantly recognisable in various
Indian films: the camera withdraws just before a steamy love scene ensues, and the
film replaces it with extra-diegetic shots of kissing flowers or thunder and lightning.

Censorship can work in two ways, firstly by forcing directors to find new
ways of advancing the narrative. For example when the diegesis is interrupted with an
extra-diegetic shot of kissing flowers or thunder and lightning, it is recognizable
technique that the characters are kissing or being involved in some sort of sexual
activity. Thus, it provides audiences with the information and advances the narrative
without breaching the censorship guidelines (which we shall study in more detail later
this chapter). Secondly, censorship can break the narrative by having characters not
part of the plot being highly sexualized in an ‘item song’ for purely spectacle reasons.

Often in Bollywood films you will find characters and storylines not related to
the main storyline of the film. Satyajit Ray, director of Pathar Panchali (1955) and
the Apu Trilogy, says that commercial cinema has a “penchant for convolutions of
plot and counterplot rather than the strong, simple unidirectional narrative.”
(1976:23). Comedic subplots, romantic subplots, action subplots swirl around each
other within the one movie. Morcom believes that directors are often forced to add
songs and romance to their films, even if it is an action film and thus the romantic
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subplots can halt the narrative (2008:72). However, for poor audiences seeking
maximum entertainment in a limited space of time, such variety is expected and
pleasurable; for more sophisticated audiences, there is the pleasure of being able to
mock the ridiculous aspects and appreciate the level of skill with which the sub-plots
are orchestrated.

In the next section I will analyze the pleasure pauses and their different
narrative and structural functions.
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Chapter 2 (b) Inside the pleasure pauses

2.4 Pleasure pauses that ‘Advance, Break and Complement’
In this section I look at the functional aspects of the pleasure pauses and
how they work within the context of different popular Bollywood films. My
textual analysis of the various pleasure pauses in Bollywood films reveal that they
can either advance, complement or break the narrative of the film. All song-anddance sequences or sub-plots do not have the same structural or narrative function.
However, to the extent that Gopalan’s interruptive pleasure pauses are commonly
present and expected, they all mark out an Indian identity for films and have
implications for how well a film can cross over into a global market. This section
looks at structural and functional aspects of the pleasure pauses that Gopalan
doesn’t look at in her theory of interruptions.

Let us begin by studying the structural and narrative functions of the songand-dance sequence. This assessment of structural and narrative functions of song
sequences will in turn be reassessed when looking at their functions within the
inbound and outbound crossover films
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The Table of Pleasure Pauses:
Type of
pleasure
pause
Item Song

Advance
the
narrative
No

How

Complement
the narrative

Song-anddance

Yes

Can show
characters
falling in
love, forward
the narrative
through back
story and so
on.

Yes

Censorship

Yes

Extra-digetic
scenes like
kissing
flowers
provide
audiences
with
information

No

Sub-plots

No

How

No

Yes

The
religious
song does
not
advance
the
narrative
but depicts
the
characters
as religious
and pious

Showing
characters
to either
add
comedic or
dramtic
value to
the
narrative.

Break the
narrative

How

Yes

Features a
character irrelevant
to the plot. Aim is
to break the
narrative with a
sexual spectacle

Yes

The ‘feigned sex
dream’ (song
where sexuality is
dreamt of but
doesn’t occur in the
character’s reality)
and wet sari
sequence

Yes

The item song exist
purely as a sexual
spectacle. Since the
item song does not
depict copulation
or kissing of the
main characters it
is not censored but
its existence breaks
the narrative of the
film

Yes

Characters in subplots may be
unrelated to the
characters in the
film and can exist
purely for
comical/dramatic
value
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Song-and-dance sequences: The functional aspects
‘Advance the narrative’ songs:
Songs in Bollywood films can advance the narrative either by being part of the
narrative, outside the narrative or both. They can advance the narrative by providing
explanatory characteristics of the protagonists or by providing back-story or to replace
romantic dialogues with songs and poetic lyrics. Dwyer observes that:
Songs fulfil several important functions, including advancing the
narrative, by setting the scene for future action or enacting crucial
turning-points in the narrative. They also allow things to be said which
cannot be said elsewhere, often to admit love to the beloved, to reveal
inner feelings, to make the hero/heroine realize that he/she is in love.
(2000a: 113)

The lead actors falling in love are often depicted through song, the lead
actors falling in love (or imagining requited love) are also depicted through
dream sequences where he or she imagines romancing his or her co-star. In
such a scenario, deletion would result in an overly abrupt falling in love
between the lead actors. These songs can therefore advance the narrative of
the film. Take, for example, the popular action film Dhoom 2 (Dir: Sanjay
Gadhvi 2006), which made over Rs 800 million and was the highest grossing
movie of 2006 (ibosnetwork.com). The film begins with the attractive,
muscled villain Aryan, played by Hrithik Roshan, in a set filled with random
dancers who begins to gyrate to thumping beats of a song. The song is the title
sequence and there is no information as to why the character is dancing in this
place or who the people are he is dancing with or how the song relates to the
narrative. Seemingly, this song has absolutely no connection to the narrative,
but it not only introduces the main character to audiences but also sets up the
audience to expect a Bollywood villain unlike many in the past. Hrithik is
suave, sexier and more charismatic than the protagonist hero and this song
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showcases the characteristics that he will possess within the film’s diegesis.
So, although this song does exist outside the narrative, it plays a significant
role in establishing narrative framework. .

In Kuch Kuch Hota Hai (Dir: Karan Johar 1998), the biggest commercial
success of the year 1998 (ibosnetwork.com) the song ‘Ladki Badi Anjani Hai’
(There is a strange girl), is used to establish ‘chemistry’ between two friends who
drifted apart but are reunited after ten years. The song begins as a natural
progression of the narrative where one character is shown to be upset after losing
a basketball game and the other character begins to sing a song to make her feel
better. The song then shifts to another location where the two characters dance and
the song intermittently shifts from inside the narrative to outside the narrative. In
the same film the song ‘Tujhe Yaad Na Meri Aaye’ (You did not remember me) is
used to establish the hurt and pain of unrequited love. The character, Anjali,
realizes that Rahul is love with another woman, Tina. With this realization an
unrelated set of singers perform a morose song which is intercut with a montage
of how she is dealing with this realisation. Again, this song shifts from within the
narrative to outside the narrative of the film. Establishing these emotions for
audiences could be done with dialogues but songs of love lost or love found add a
lyrical, romantic quality and their deletion would affect the appreciation of
audiences attuned to understanding such emotions through song.

Many other song sequences, like those in the film Lagaan, are similar to the
Hollywood musical dramas like My Fair Lady and Mamma Mia; they bring the
narrative forward and are part of the narrative rather than an extra-diegetic sequence
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with no consequence to the narrative. For example, in the song ‘Ghanan ghanan’
(Lord Ghanan) in Lagaan, all the villagers leave their huts to join in song to celebrate
the incoming rain clouds. This song maintains time space unity and is within the
diegetic of the film. However, such songs are not inspired or copied from Hollywood
musicals but are an established type of Indian literary and cinematic tradition.

‘Break the narrative’ songs:
Songs that break the narrative of the film are also not just arbitrary, but have
functional and structural reasons for their presence. These include the sexual
spectacle, tourism interlude, the religious function and the spectacular audio-visual
experience. ‘The feigned sex dream’ sequence, for example, can have a ‘sexual
spectacle’ function that pauses the narrative to indulge the voyeur within the
audiences through sexuality that dodges the censorship guidelines. These song
sequences sometimes do not include the masculine hero, and if present he is usually
only an observer, redoubling the voyeuristic quality of the audience experience.

The ‘religious or festival celebration’ song function as means to showcase the
deep traditional and religious Indian ethos. They work to showcase the vibrancy, joie
de vivre and festivity of religious celebrations in India. Sometimes these sequences
attain a somber ambience with the ‘pooja’ sequences where characters pray to the
Gods in a temple and sing Bhajans (hymns). Such scenes help the film attain the
richness of multiple, layered pleasure effects.

Some song sequences function purely as spectacular pauses to the narrative.
For example in Rangeela (Dir: Ram Gopal Verma 1995), the song sequence ‘Mangta
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Hain Kya’ (What do you want?) is an appropriate example of the visual spectacle that
Bollywood song sequences often indulge in. The fantastic nature of the song, with
multiple locations, and imagined and constructed environments, is an ode to the
primeval and unapologetic visuality of the song sequence in Indian films. The song
begins with a silhouette of Milli inviting Munna into the utopia-like movie world.
Milli, a backing dancer, uses this song to convince Munna (and critics of the song
sequences in Bollywood) of the magic of the song-and-dance sequence in Indian film.
The chorus translated literally means, “Whatever you want you will be able to see.
We (the film industry) are so magical that whatever you want you shall get.” Simple
as the lyrics may be, they underlie the nature of Indian films as giving everything that
audiences want to see. Munna is convinced as he falls into this magical song where
temporal and spatial unity have no bearing and ‘spectacular’ takes precedence to
realism. They turn into world travellers flying over New York on a yellow sofa. The
absurdity of the flying sofa is countered by the acknowledgement of the song that the
song sequence is within the imagination and within that imaginary realm anything is
possible; thus visually the spectacular is given credibility because of providing the
audience with an ‘imagined reality’. Anything is possible if it is imagined and thus
temporal and spatial unity fails to be important within the few minutes of the song
sequence. Even something natural is made to look artificial with constructed sets and
this is done as an acknowledgement of the artifice of the song sequence and in such
cases making the natural look unnatural is all part of the ‘imagined reality’ of the
song. The song ends with Munna and Milli back on stage still dancing and still
trapped in the fantasy but Munna falling down brings back the reality of their natural
surroundings and the realism of the narrative.
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The song spectacle in Rangeela

The ‘tourism iconography’ song sequence indulges the tourist within the
audience. It functions as a ‘voyage within a song’ where time and space unity are
overridden by the spectacle and the narrative is paused to indulge in the beauty of
spectacular foreign locations. It is the perfect opportunity for a change of
surroundings, and because these songs exist in an alternate world there is no to need
to explain why an actor and actress are suddenly dancing atop the Swiss Alps and
they just as quickly revert to their natural surroundings at the end of the song. Many
of the foreign locations are decidedly different from the local Indian terrain and thus
are spectacular in their uniqueness and exotic visuals. For the local audience
perspective the visual spectacle of foreign locations are pleasurable interludes to the
film’s narrative. The tourism interlude is another type of pleasure pause albeit within
a song-and-dance sequence. An example of the tourism iconography song is Khuda
Jaane (God Knows) from ‘Bachna Ae Haseeno’ (Beware girls Dir: Siddharth Anand
2008) which is shot in different locales of Italy, from the beaches to ancient
monuments.
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The Interval: the case of the premature climax
For the interval the film’s screening is halted, audiences can leave the cinema
for a snack, toilet break or to chat about what occurred in the film up until that point.
Ganti says that “The films (Bollywood films) are presented in two halves, with an
intermission referred to as the "interval" placed at a point of suspense or at a dramatic
turn in the narrative” (2004:138). Ganti also notes that “the interval is a crucial
punctuating device, producing two opening and closing sequences and structuring
narrative expectation, development and resolution” (139). Thus, the interval is not an
arbitrary pause between the film but is well planned and, as Roshan says last chapter
it provides a talking point. Audience members can talk about, analyze and rate preinterval portions or attempt to conceptualise and predict the post-interval proceedings
of the film. The pre and post interval portions of the film complement the presence of
the interval and when taking into consideration its presence in the film’s narrative, the
interval can work as a complement to the narrative pleasure pauses.

In many film reviews some film critics analyze films with separate
appreciation of pre and post-interval portions. Taran Adarsh, film critic and film
analyst of bollywoodhungama.com usually has a special paragraph in his film review
that reviews the pre-interval portions of films. In the film Om Shanthi Om, he says,

The first twist in the tale [Arjun - Deepika's heated confrontation, with
SRK listening to this important conversation] comes as a bolt from the
blue. The second jhatka (shock) comes slightly before the intermission,
when Arjun takes Deepika to the set of his film Om Shanti Om and the
entire episode that follows, right till the intermission, is spellbinding.
That's a brilliant stroke from the writing…The post-interval portions
only get better and better. (2007)
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Adarsh appreciated the “jhatka” that occurs prior to the interval and this film
would be an example of a film with a good use of the interval as a exciting
“punctuating device”. Durah says that the lead female protagonist in the film Purab
aur Paschim is tamed by the interval where she goes from being Westernized in
appearance and behaviour to appearing as a real Hindustani girl in the post-interval
portions of the film (2006:67), and this would be another example of an exciting,
eventful pre-interval portion. However, if films reveal their narrative’s most important
climactic moments prior to the interval they may be negatively viewed. For example
in Jurm, Adarsh says that, “the problem with Jurm (2005) is that the suspense is
revealed at the intermission point itself. Even then the identity of the villain doesn't
quite come as a shock”. (2005)

Ploys to heighten the post-interval portion of the films include the increase of
dramatic crescendo or a ‘twist’ in the plotline (as is the case in Ek Hasina Thi {Dir
Sriram Raghavan 2004} where the character overcomes rat-phobia in jail and signals
a transition of from the pre-interval portions where she is the victim to the postinterval portion of the film where she is the avenger), the entry of a mysterious
character or a character who has been alluded to prior to his or her entry (an exhusband re-enters his wife’s life in Kuch Naa Kaho {Dir: Rohan Sippy 2003}), a
shocking revelation or an ending with a sense of finality that is resolved post-interval
through a premature ‘deus ex machina’ (as is the case in Om Shanthi Om where the
lead characters die). Ex machina dying is a solution to an impossible situation; it
usually occurs in final portions of films, dramas or plays. In Bollywood film, this
mechanism occurs prematurely to explain and resolve the events that transpired prior
to the interval. Interestingly, many a time there is a certain level of finality with the
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film’s proceedings pre-interval. To understand how Bollywood films use the interval
as a pleasure-inducing device I have studied three popular Indian films released in the
new millennium. Two of the films namely, Om Shanthi Om (Dir: Farah Khan 2007),
and Kaho Na Pyar Hai (Say that you love me Dir: Rakesh Roshan 2000), feature in
the top ten highest-grossing movies of the new millennium (ibosnetwork.com), and
Devdas (Dir: Sanjay Leela Bhansali 2002) which apart from its financial success also
won the Filmfare Best Film award (popular Indian awards similar to the Golden
Globes and the Oscars) and was nominated for an international award (The BAFTAs).
Apart from their popularity, these films are chosen to show that the pre-interval
portions are not arbitrary, that they can have narrative and structural functions and to
show three different types of modern Bollywood films and their use of the interval as
an importance “punctuating device”.

In Kaho Na Pyar Hai, the male protagonist dies pre-interval and his lookalike
surfaces post-interval, thus filling the void left by the first character. To the audience
the second character must be good because his looks resemble the first character, thus
allowing audiences to instantly empathize with the second character. This provides a
multi-pleasure ploy of having two different characters in each half of the film but the
instant-identification that is created by the same actor playing both roles helps in
establishing the character’s morality and integrity. Thus, a ‘premature deus ex
machina’ helps in attaining a sense of completion and finality in both segments but
the ultimate resolution is one where the wrongs of the first half are made right and the
characters live happily ever after, even though the characters happiness has sometimes
to be relived with the help of reincarnations or look-alikes.
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In Om Shanthi Om both the main characters die before the interval. In many
other circumstances, death of the main characters would be the ultimate resolution to
the film’s narrative. In the post-interval portion of the film the male character is reincarnated and is united with a look-alike of the female character. What the interval in
Om Shanthi Om provides the audience with is an ending to a storyline that can be a
movie in itself but also a second storyline with re-incarnated characters in a more
indigenous trajectory with a happy ending and the triumph of good over evil, thus
satisfying the audience with an ending where the characters live happily ever after.

In the case of Devdas, the pre-interval portion provides audiences with the
knowledge that the male protagonist’s downfall will occur post-interval. The Romeo
and Juliet storyline provides an unusually tragic ending with Devdas’ death. Paro’s
mother blows into a religiously symbolic conch and predicts the imminent doom of
Devdas. The tragic death of Devdas at the end of the movie is something local
audiences would not be able to predict thanks to the happy endings and cheerful
resolutions of most Indian movies. So, the interval’s structuring allows for a more
acceptable movement of narrative.

The sense of completion and unexpected re-incarnation, look-alikes and other
premature deus-ex-machina moments are unique narrative techniques and there can be
separate appreciation of pre and post interval portions in a Bollywood film and, as is
the case in Om Shanthi Om, a film set in two parts with a separate set of characters
(albeit characters played by the same people) set in two different eras.
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The voyeur’s imagination in Censorship in Indian films
Indian films as stated earlier are censored by the CBFC of India, The Central
Board of Film Certification and according to S.5B (1) of the act,
“a film shall not be certified for public exhibition if, in the opinion of the authority
competent to grant the certificate, the film or any part of it is against the interests of
the sovereignty and integrity of India, the security of the State, friendly relations with
foreign states, public order, decency or morality or involves defamation or contempt
of court or is likely to incite the commission of any offence” 7. Section 1 of the act
meant that censorship was conducted by the CBFC with largely unwritten guidelines
except for the aforementioned instructions. On December 6th 1991 issued the
following guidelines under S. 5B(2) of the Act 8:
(a) The objectives of film certification will be to ensure that :
• the medium of film remains responsible and sensitive to the values and
standards of society;
• artistic expression and creative freedoms are not unduly curbed.
(b) In pursuance of the above objectives, the Board of Film Certification
shall ensure that:
• Scenes (c) showing involvement of children in violence as victims or as
perpetrators or as forced witness to violence, or showing children as
being subjected to any form of child abuse;
• human sensibilities are not offended by vulgarity, obscenity or
depravity;
• scenes degrading or denigrating women in any manner are not
presented.
• Visuals or words contemptuous of social, religious or other
groups are not presented.
• Visuals or words involving defamation of an individual or a
body of individual or contempt of court are not presented.
(d) The Board of Film Certification shall ensure that the film : is judged in the entirety
from the point of view of its overall
impact; and
• is examined in the light of the period depicted in the film and
the contemporary standards of the country and the people to
7

THE CINEMATOGRAPH ACT, 1952 is available in full at
http://indiacode.nic.in/fullact1.asp?tfnm=195237

8

S.O. 836(E) of Government of India, Ministry of Information and broadcasting; on 6
December, 1991. •
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which the film relates, provided that the film does not
deprave the morality of the audience.

Words such as ‘depravity’ and ‘vulgarity’ are open to interpretation and the
guidelines are not specific as to what can be shown on screen. Most of the time the
‘guidelines’ lead to self-censorship by the producers and filmmakers themselves.
Bose says that, “It is interesting to note from a historical survey of cinema and
censorship the astonishing fact that at no stage has there been any concerted action for
the abolition of censorship per se, despite the film industry’s prolonged resentment of
the CBFC’s discriminatory policies and practices” (2009).
Varma says that “The problem is that India has long had a climate where it's
considered perfectly acceptable for the state to meddle in what its citizens can watch,
and listen to” (2006). Two recent examples of the CBFC censoring Indian films are
Black Friday, Anurag Kashyap’s film about the 1993 attacks on Mumbai, which was
held up for two years by CBFC after those on trial successfully argued that the film
would prejudice jurors, and Zakhm, a movie by Mahesh Bhatt, which examined
Hindu-Muslim strife. It made its debut only after the director changed the colour of
headbands and flags in the film from saffron to grey (Sengupta 2008).
Mehta believes that, “what prompts this decision [of censorship] is the
committee’s uncertainty about whether children will be able to acquire a proper
understanding of the film, specifically sequences containing sex and violence, without
parental guidance. The classification serves as a signpost to parents, urging them to
exert their authority and regulate how the film is understood. The mechanisms of
cutting, certifying and classification contribute to regulating meaning” (2001). This
family-oriented film viewing experience where children should not understand what is
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occurring on screen but adults can, leads to either implicit portrayal of the sex act (by
being fully clothed and wriggling around on the ground) or by extra-diegetic scenes of
kissing flowers and shaking bushes that would be understood by the adults. Thus the
cutting process leaves the audience to imagine what occurs on screen. Dwyer believes
that the wet sari sequence is a perfect example of dodging censorship guidelines and
being family friendly yet depicting sexuality. She says about the wet sari sequence,
“Directors, whether seeking sensual or pornographic effects, may well wish to
maximise the eroticism of the female body, and they have found the most successful
way to do this in the famous wet sari sequences, where the semantics of the sari, the
form of the female body come together in ways which can be construed as 'tasteful' by
the family audience, the most important audience for the box office, and the censors,
while being simultaneously erotic” (2000:151). She adds that the “film was still
regarded as family viewing, not transgressing any of the censors’ codes on sexual
display” (Dwyer 2000: 159).

In Mr. India (Dir:Shekhar Kapur 1987) the main character is invisible and the
female lead is clad in a transparent blue sari dancing in the rain. The film dodges the
unwritten censorship rules of no depiction of copulation, nudity and kissing. The
female lead remains fully clothed throughout the song and the male lead is invisible
for a large part of the song and the film and uses his invisibility to openly show the
‘sex act’ without the male lead being shown on screen. Apart from the shaking
bushes, thunder and lightning and kissing flowers, there are other ploys and tactics to
work around the largely unwritten but well known censorship guidelines and yet
invoke erotic pleasure-inducing images without the actual depiction of copulation or
even kissing. The implicit censorship guidelines have been for filmmakers to refrain
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from showing sexual intercourse, nudity and even kissing; everything else was tacitly
open to representation. David says that, “dance and song have become the vehicles for
generating moods and fantasies of eroticism and sexuality….During the dance
sequences, the viewer’s gaze is directed frequently to the lips, eyes, breasts and pelvis
of the female dancers’ bodies, through the use of specifically choreographed
movements and the direction of the camera views. Shots are angled from above to
show more cleavage, or from below to emphasize the pelvic movements in the dance.
These pelvic thrusts are familiarly known as jhatkas and matkas”. (2007:260-261)
Here dance is used as a metaphor for sex, the pelvic thrusts in dance replace the same
movement during sex, the frequent close-ups of the woman’s clothed but wet and
sexualized body parts allows audiences to only see what they are allowed to see but
what they are seemingly allowed to see is not sex or nudity but a sexualized female
form.

The rain dance in Mr. India

The ‘kissing flowers’ (a metaphor for the two actors kissing) and the ‘shaking
bushes’ (there might be more than kissing occurring) are not interruptive in their
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nature to the audiences because the kissing and other sexual acts do occur and are
metaphorically represented on screen but the implication is that these acts are extradiegetic. Thus, such metaphors advance the narrative by showing audiences what may
be happening, and by giving vital information that would be otherwise impossible,
thanks to the censorship guidelines. As far as censorship that advances the narrative of
the film, the ‘meta-simulation’ and ‘stimulation’ works in three ways: it gives privacy
to the films’ lovers to indulge in sexual acts without the voyeurs. Prasad says that a
Bollywood film not showing kissing is because it “is a blocking of the representation
of the private”. (Prasad 1998:100) Secondly, it dodges Censorship Board censure, and
thirdly the voyeuristic quality of the audiences is replaced by implication leading to
imagination. This construction is a pleasure-inducing device in itself as what is
implied is imagined and what is imagined is pleasurable. The dream sequence and the
wet sari sequence are two infamous ploys to imply and even depict sexuality without
the depiction of nudity, copulation or kissing. The narrative can be broken with the
‘feigned sex dream’ or the item songs that exist purely as titillation devices and
neither advance nor complement the narrative.

The ‘feigned sex dream’ song sequences in Indian film are noticeably
sexualized mainly because overt intimacy in such a sequence is permissible because it
is not really occurring within the reality of the film; the characters maintain their
chasteness because if it is a dream it only occurs within the character’s imagination.
In Khiladiyon Ka Khiladi (Dir: Umesh Mehra 1996), the main character is being
seduced by the film’s femme fatale, the villainous Maya. At first he remains an
unwilling participant but gradually gives in to her advances. There are numerous
sequences of writhing around the swimming pool and even mud wrestling, but the
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song never shows any actual copulation or kissing, thus dodging the censorship
guidelines. At the end of the song it shifts back to the first scene and Khiladi rejects
Maya’s advances making the whole song sequence an imagined one. This helps
maintain the main character’s moral and sexual integrity because the ‘imagined’ is not
real and thus within the reality of the narrative he is a faithful and chaste man. The
function within the narrative is the spectacle of sexuality but the audiences cannot
accept such behaviour from the masculine hero but they will be more likely to accept
it if it occurs within the fantasy realm. The sequence also works to emphasize that the
masculine hero possesses a sexual drive, emphasizing his masculinity but sexual
morality prevents him from acting on it.
Item song: the fourth type of pleasure pause

Another way of depicting sexual activity without having the main female character
take part in it is through the ‘item’ song. The item song breaks the narrative of the
Bollywood film and is not usually part of the central story line. The mise-en-scène
consists of characters whose appearance may not feature in any other part of the film.
The Bollywood ‘item’ girl is usually a vampish woman who embodies the sexy
attributes that traditional Indian heroines usually do not possess. The ‘item’ girls have
usually been very Western-looking. One early and famous example was Helen, who
had an Anglo-Indian background and would wear blonde wigs and skimpy clothes to
entice the main character or the villain (and mainly the audience). At one level these
characters were presented in a Western manner because of their overt sexuality and
the films needed to attract the male gaze by sexualizing a female character that wasn’t
the main (recognizably Indian) female character. At another level the item girl is used
because of the Indian fascination with lighter skin, a possible by-product of prior
colonization but also a traditional Indian perception of beauty. Modern-day item girls
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have a darker skin tone and are usually dressed in rustic clothes. This differs from the
depiction of the usually fair and virtuous main actress who is usually de-sexualized. In
the new millennium, item girls are not just Westernized-looking Indian woman or
dark women, but are quite commonly Caucasian women. The intra-diegetic gaze is
usually that of the villain or sometimes even the male protagonist. The male character
is allowed to be sexually stimulated by the erotic visuals of a woman as long as he is
not looking at the virtuous female character with a similar gaze. Derné and Jamdwin
believe that “driven by their anxious anxiety about their Indianness, men do not make
all women the objects of the gaze, but instead distinguish between those whom they
see as legitimate objects of the gaze, and those who they feel should be protected from
it” (in Ghadially 2007:47). This is why the item song is such an imperative part of the
Bollywood narrative; it allows for the male gaze to indulge in sexual desire without
compromising the values of the ‘moral’ female protagonist.

Helen: the Westernized item girl
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Malaika: the dusky item girl

Yana Gupta: The white item girl

In this project, I have considered the ‘item’ song as a different type of pleasure
pause than the song-and-dance sequence because in it there may be a character or
characters who are not part of the narrative but make an appearance only during the
duration of that song. As previously mentioned Gehlawat (2006) believes the songs
exist in a “bifurcated” parallel world and more so the item song that does not establish
the chemistry of the main characters nor showcase heartache, its very presence is to
take a break from the film’s proceedings.”

The presence of censorship and item songs means that the depiction of
sexuality differs greatly from the straightforward feigned copulation of the Hollywood
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film. The complex (sometimes extra-diegetic) cues mean that the neophyte viewer
cannot derive pleasure from what is being depicted on screen, partly due to being
accustomed to relatively open depiction of pre and post-marital sex in Hollywood.

Sub-plots and character background
Sub-plots in Bollywood films can complement the narrative and can also
provide audiences with the ‘multiple pleasure ploy’. Subplots in Bollywood films are
another ‘interruption’ that differentiates them from Hollywood cinema. Ganti says
that, “Hollywood films are frequently described as ‘single-track’ and filmmakers
express their amazement and envy at how films can be made on ‘one-line’—a phrase
conveying that a story’s simple plot can be related in one sentence. However, such
films are considered inadequate for Indian audiences” (Ganti 2002:293). While
talking about sub-plots that exist in Hindi films, lyricist Javed Akhtar says that “The
difference between Hindi and Western films is like that between an epic and a short
story” (quoted in Thomas 1985:123). Ganti believes that the presumed need for
audiences to have complex plots and “an entire Hollywood film could be merely a
scene” is what “bestows a sophistication and mastery to the audience.” (Ganti
2002:293) we can see the difference when Bollywood adapts a Hollywood story and
introduces multiple pleasure pauses and sub-plots to create a convoluted narrative. It
can be presumed that the avid Bollywood fan experiences pleasure from the ‘sum of
all parts’ of Bollywood films.
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“Although…Indian cinema was heavily influenced by Hollywood, the art of
narration with its endless digressions, circularities, and plots within plots remained
distinctly Indian” (Dissanayake and Sahai1992: 10–11). While unrelated subplots
complement the Bollywood film by adding drama or comedy to a film, flashbacks and
backstories advance the understanding of the main narrative and the character’s
actions. A subplot might, for example, explain why the main character is a criminalusually due to a tragedy when he was younger, or to avenge his parent’s/lover’s death.
In Ghajini (Dir: A.R. Murugadoss 2008), a remake of the Hollywood film, Memento
(Christopher Nolan 2001), the backstory forms a major portion of the film. Ghajini is
about a man with a short-term memory that lasts 15 minutes, wanting to exact revenge
upon the villain who murdered his wife. In Memento the romantic ‘angle’ in the film
is almost non-existent and although the film contains flashbacks they are directly
related to what is occurring in the main narrative. In Ghajini, establishing the love
story is essential so that audiences can understand the protagonists’ actions and why
he is exacting revenge. Also, the romantic subplot allows the film to contain romantic
songs and feature lighter comedic scenes in an otherwise solemnly dramatic film.
Even romantic comedies can have subplots; Kismat Konnection (Dir:Aziz Mirza
2008) is the story of two people from different worlds falling in love but has an
unrelated subplot about two geriatrics attempting to keep their old-age home intact.

Many actors in the film industry have a specific role of comedic relief and
they usually appear in pre-interval portions of a dramatic film to lighten up the
film’s proceedings. In films like Asoka (Dir:Santosh Sivan 2001), a dramatic epic
costume drama. the otherwise dramatic war film has comedic interludes featuring
actors Johnny Lever and Raghuveer Yadav. These characters are not related to the
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main plot and their presence is to allow the audiences to have a comedic interlude.
The comedic subplot and the characters in this subplot are more often than not
dispensable as far as plot is concerned but multiple pleasure is derived from
multiple genres within a single diegesis.

At this stage, this literature review has served to identify the uniqueness of
Bollywood films and particular elements of Indian cinematic narrative structure and
content. This gives us a basis on which to better appreciate the nature of newer modes
of Indian film as national cinema takes in overseas influences and begins to
disseminate its own product in the global marketplace. The aim is to see the pleasure
rather than the “pain” in such a process and to assess whether the crossover film
includes such narrative pauses and the extent to which they affect the success of the
crossing over to new audiences. How unique this structure is, is further identified in
the next chapter where I study the Bollycat film that localizes content from
Hollywood films.
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Chapter 3
Bollycat: No art is born out of thin air
There's no such thing as originality in the creative sphere. Mozart copied tunes
from his archrival Salieri; Martin Scorsese did a remake of J. Thompson Lee's
`Cape Fear' and Spielberg's background score for `Raiders of the Lost Ark' is
virtually copied from Tchaikovsky composition.
Vikram Bhatt, Indian filmmaker (in Banerjee 2003)

This chapter studies the local Indian phenomenon known as the Bollycat. The
aim of this chapter is to show that Bollywood has a well established industrial strategy
of making-over Hollywood films guided by perceived audience expectations and local
industry modes of operation. By looking at the popular inbound crossover film, that is
the Bollycat, and identifying those ‘Indian’ elements that remain, we are able confirm
a core indigenous narrative format. We can also begin to see the strategies filmmakers
use to decrease cultural discount — the interference with audience acceptance
because of the introduction of unfamiliar filmic codes. Since Bollycat films borrow
content from Hollywood it makes it easier to chart out distinctive narratives by
analyzing what is eschewed and retained (within the Bollycat narrative) to suit
perceived Indian sensibilities (by filmmakers), and to reduce cultural discount.

I will begin by studying how local filmmakers and critics themselves regard
the Bollycat; and then consider the legality of the Bollycat. The remainder of the
chapter will then be concerned with identifying the gap between the original
Hollywood films and the Bollycat remakes, using case studies of the films Kaante
(Dir:Sanjay Gupta 2002) and Hum Tum (Dir:Kunal Kohli 2004) with a comparison to
their Hollywood counterparts, Reservoir Dogs (Dir:Quentin Tarantino 1992) and
When Harry met Sally (Dir: Rob Reiner 1989). The framework of pleasure pauses will
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help distinguish the Bollywood films from their Hollywood counterparts. Ganti
believes that “although remakes from other Indian Languages resemble the original
screenplay, adaptations of Hollywood films barely do because they have
been transformed – or 'Indianized' in industry parlance – to conform
with the conventions of Indian cinema” (Ganti in Codell 2007 440). In the article,
Ganti focuses on the decisions, evaluations and negotiations around Indianization of
the film text while this chapter places its focus on contrasting the
original text, looking at its narrative landscape and with the help of
the theory of pleasure pauses.

As mentioned in the introduction, unconventional sources like fan forums and
blogs, as well as online articles and scholarly articles, are employed to help identify
films as Bollycats. Combined sources agree that five out of the top ten most
commercial successful Bollywood films (ibosnetwork.com) released post-2000 can be
classified as Bollycats — namely Ghajini inspired by Memento (Christopher Nolan
2000), Dhoom 2 inspired by the Fast and the Furious (Rob Cohen 2001), Kkrish
inspired by Spider-man (Sam Raimi 2002) and Paycheck (Dir: John Woo 2003),
Welcome inspired by Mickey Blue Eyes (Dir: Kelly Makin 1999), Koi…mil gaya
inspired by E.T. (Dir: Steven Spielberg 1982). Further, in 2007 (See Table 2), I was
able to identify (again through the critic-blog-forum method) another 15 films overtly
remade from Hollywood or other international films.
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TABLE 1 Selection of Bollywood films adapted from or ‘inspired’ by Hollywood
films and released in 2007
Partner
Hitch(2005)
Heyy Babyy
Three Men and a Baby(1987)
Guru
Citizen Kane(1941)
Ta Ra Rum Pum
Talladega Nights(2006)
Aaja Nachle
Footloose(1984)
Awarapan Korean film
A Bittersweet Life (Korean film,2005)
Cash
Heist(2001)
Dus Kahaniyaan
Love Actually(2003)
Manorama Six Feet Under
Chinatown(1974)
Naqaab
dot the i (British film,2003)
Nishabd
Lolita(1962)
Saawariya
Notti bianche, Le (Italian film,1957)
Salaam-e-Ishq: A Tribute To Love
Love Actually(2003)
Strangers
Strangers on a train (1951)
The Train ...
Derailed (2006)

Many of these films have been economically successful, suggesting that,
audiences are unconcerned (or do not know) that these films have been copies. When
it comes to audience knowledge, there is a huge online community discussing the
various Bollywood films that appropriate Hollywood films. Film critics like Deepa
Gahlot, Subhash Jha and Taran Adarsh also mention which Bollywood film copies
from which Hollywood films. If the audiences are in the know, do the filmmakers
acknowledge, deny or ignore that their film is a ‘copy’? Film critic Subhash Jha
suggests that, “in recent years, eight out of every 10 Hindi films are 'inspired' ”
(2003). Sheila Nayar says that “almost all Bollywood films pilfer from Hollywood
movies” (2004a:74). Masand (an Indian film critic and entertainment reporter for
Indian TV channel CNN-IBN) says,
Easily 60 percent of the movies -- almost one film that releases every
week -- is either blatantly copied or inspired by some fairly big
American film. In addition to that, I'm going to stick my neck out and
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say a good 10 to 15 percent are borrowed from non-American foreign
films. And maybe 25 percent -- I'm not even comfortable saying 25
percent -- is original” (2008).
The question is how do Indian filmmakers regard this “pilfering”?
3.1 Inspired or pilfered?

Bollycat filmmakers, sometimes do not admit to copying Hollywood films, but
if they do, they prefer to say that their films are inspired by one or more Hollywood
films. Defending being inspired by Hollywood films, Vikram Bhatt says, “Wasn't
Ramesh Sippy’s ‘Sholay’ inspired by Kurosawa’s ‘The Seven Samurai’ and wasn't
Mani Ratnam's ‘Nayakan’ in the same league as Coppola's ‘Godfather’? Cinema is
about interpretation, not originality. Give me an engaging adaptation rather than a
boring original film any day.” (in Jha 2003). 9 Bollywood director D’Souza also uses
the term ‘inspired’ and says that, “To a certain extent ‘Blue’ is inspired by ‘The
Deep’. ‘Blue’ is not only inspired by one film but has references from various
underwater films and also creature films like ‘Jaws’.” (Masala magazine 2008).
Filmmaker Suneel Darshan feels there is nothing wrong with being inspired by
Hollywood. “There is a difference between inspiration and plagiarism. I disapprove of
the latter” (in Jha 2003). Vikram Bhatt also believes that inspiration is not to be
viewed as something negative. He says, “There is nothing wrong with being inspired
by other sources. No art is born of thin air” (in Jha: 2003). But he refutes the
plagiarism allegation saying “I have never lifted from Hollywood films. If you get
caught you are in trouble” (in Jha 2003). Bollywood film director Apoorva Lakhia
9

Abhijit Mhamunkar (blooger and film critic for DNA India) says in his blog on buzz18.com that
Vikram Bhatt’s “list of inspirations has been really long… he [has] enjoyed success with… Ghulam
(On The Waterfront), Kasoor (Jagged Edge), Raaz (What Lies Beneath), Awara Paagal Deewana
(Whole Nine Yards). His 'inspired' flops included, Footpath (Angels With Dirty Faces), Inteha (Fear),
Aetbaar (Fear again!), Jurm (mix of various Hollywood B thrillers), Deewane Hue Paagal (There is
Something About Mary), Red (some Hollywood B Thriller again), Life Mein Kabhi Kabhi (basic
premise from Reality Bites) and Speed (Cellular)”. (2003).
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also uses the term ‘inspired’ to describe the source of his film’s storyline. He says that
“I've no problems with admitting the source for my film. Yes, it is ‘Man On Fire’ with
Mr. Bachchan cast in Denzel Washington’s role. Better that I admit it before critics
jump on me after the film’s release,” (in Jha 2003). Lakhiya goes on to say that, “I
made a very original film ‘Mumbai Se Aaya Mera Dost’. I've a number of other
original scripts. But I was advised by my well-wishers to do something safe. If a
Hollywood adaptation is considered a potentially safe bet then I’m all for it. I’d rather
be successful than original” (in Jha 2003). In some cases the film’s title might be a
direct translation for the Hollywood film’s title, thus creating an even clearer
reference point as in the case of Mere Yaar Ki Shaadi Hai (Dir:Sanjay Gadhvi 2002)
which means ‘my best friend’s wedding’ in English, in an obvious reference to the
Hollywood film (Dir: P.J.Hogan 1997). From the above examples, it seems that many
filmmakers themselves don’t try to disguise or hide from audiences and critics the fact
that their films are not entirely original. Instead, they attempt to admit openly to their
inspirations in the hope that critics will commend their adaptation and localizing skills
rather than berate their blatant borrowing.

The critic adds another dimension to the analysis of Indian film by talking about
the merits and demerits of a film with the knowledge that the film is not totally
original. A critic appreciates or criticizes the way a film is appropriated; he/she
commends the film if there is an obvious gap between the original and the remake, or
sometimes criticizes it for too closely following the original. Critics also often
describe sources of content as inspiration rather than plagiarism. Noted critic Taran
Adarsh refers to Partner (2007) as a film ‘inspired’ by Hitch. Similarly, Nair is almost
complimentary of Bhansali appropriating The Miracle Worker saying the film was
inspired by the great life of Helen Keller. She says,
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In 1962, the movie Miracle Worker which won Oscar nomination for director
Arthur Penn, and Oscars for Anne Bancroft (who played Anne Sullivan) and
Patty Duke (who played Helen Keller); In 2000 Miracle Worker was made again
with Hallie Kate Eisenberg as the young Helen and Alison Elliot excelling in the
role of Annie Sullivan. Now Black in 2005 is yet another inspiration from the
great life of Helen Keller (1880-1968) (Nair:2003).
Instead of critiquing the lifting of content from the original Hollywood film, The
Miracle Worker, she refers to it as another “inspiration”. Taran Adarsh in his review
for Koi…Mil Gaya feels that there is nothing wrong with being inspired by
Hollywood as long as the film is localized.

Although the wide-ranging hunch is that Koi…Mil Gaya is inspired by
master storyteller Steven Spielberg's classic E.T., it is, in fact, an
amalgamation of E.T. as also [sic] Mac and me [starring Jade Calegory],
besides reminding you of the recent hit Spiderman. If the spaceship-alien
angle takes its inspiration from E.T., Hrithik's characterisation [that of a
weakling who turns powerful after a spider bite, in this case the alien
touching him] reminds you of Spider-man. Nothing wrong in being inspired
though, for Rakesh Roshan has Indianised the theme to suit Indian
sensibilities (Adarsh:2003).
Like Adarsh, Nayar says despite ‘plagiarism’, Bollywood films remain
distinctly Indian. (2004:67) Despite Bollywood films sometimes recreating, almost
verbatim, dialogues and plot from Hollywood films, according to Nayar they remain
unmistakably Bollywood films. (2004:67) She says,
…finished products adapted from foreign works are less remakes than
extracted skeletons: plot repositories, molded and shaped for a more
sufficient and efficient cultural refilling. Even given the filmmakers’
borrowing, stealing and blatant plagiarism, these finished products are
indisputably Indian. American plots and themes cannot be diaphanously
disguised in Indian clothing; duplication is impossible. Bollywood may
extract symbols and imagery and even storylines from Hollywood, but
not always its counterpart’s values. (2004:67)

The Bollycat films are inward-looking and imbue the story with
Bollywood’s distinctive narrative style and cultural values. Thus, any cultural
discount that may have occurred for Indian audiences watching the original
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Hollywood film is reduced. While filmmakers Bhansali and Roshan are
‘inspired’ by Hollywood films they infuse their films with original content, subplots, pleasure pauses and reduced sexual content. In Koi…Mil Gaya the
character Jadoo seems to be modelled on E.T. but at the same time the romance,
sub-plot, song-and-dances, comedy track create a large enough gap that I would
not classify the film as a direct remake. Bhansali creates an even bigger gap
from the original film with the director adding his distinctive visual flair and
penchant for melodrama to create a melodramatic visual spectacle quite
different from The Miracle Worker where the emotions are restrained and the
mise-en-scène not as exaggerated and hyper-real as Black, as I will demonstrate
later on in this chapter. The director tones down content of the Hollywood film
in order to pass censorship guidelines and also attract wider audiences, mainly
the family audiences. The romantic comedies like My Best Friend’s Wedding,
When Harry met Sally, Kramer vs Kramer (Dir: Robert Brenton 1979) are
reconstructed into Bollywood spectacles and include pleasure pauses to localize
the content. What is retained from the original film and what is eschewed
creates a gap between the original film and the remake.

On the other hand, some Bollycats stay too close to the original content and
narrative of the film and this can sometime receive negative critical reviews. Jha says
of the film Zeher (Dir:Mohit Suri 2005) that, “Debutant director Mohit Suri
appropriates the original ‘Out Of Time’ scene by scene, almost word for word”. He
also calls the film a “labored and lumbering no-show.” (2005) So, while Black is
commended for its originality in spite of being a Bollycat, a film like Zeher is berated
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for not localizing content effectively and staying too close to the original Hollywood
film.

The nonchalant and somewhat appreciative reviews of some Bollycat films
show that Indian critics themselves have come to accept and acknowledge that
Bollywood films copy, and can look beyond that while reviewing their films. In a
way it seems that critics assume that the audiences are in the know about films being
appropriated and talk about the source material in a way that allows audiences to
know the source and its remake and derive pleasure from the localization process.

Western critics may not react as politely to this ‘inspiration’. In the case of
Kaante (Thorns, 2006), The New York Times gave this “delirious Bollywood
reimagining of Reservoir Dogs…no points for originality.” (Kehr 2006). The Sydney
Morning Herald opined, “forget method acting, the Bollywood film Kaante is an
example of method filmmaking…the producers simply stole their plot.”(Molitorisz
2006) Sinanan declares the film Bollywood film Partner “a rip off of Will Smith’s
‘Hitch’” (2007). The seemingly casual stance taken by Indian critics as opposed to
Western critical reviews of Bollycats show that these films have been part of the
Indian film industry for a number of years and do not deter critics (and audiences)
from appreciating the film within their own cultural and narrative spaces.

3.2 Mis-appropriation

92

While the phenomenon of the Bollycat has existed in Bollywood for a number of
years, it is surprising that the laws in India allow what seems to be plagiarism. In this
section I look at the copyright laws that exist in India and also discuss the (few) cases
of plagiarism that have been leveled against Bollywood filmmakers.

In 1978 the copyright principles that exist in India today were laid down by the
Apex court, and the method of determining whether a film is plagiarized or not was
determined to be that “if the reader, spectator or the viewer after having read or seen
both the works is clearly of the opinion and gets an unmistakable impression that the
subsequent work appears to be a copy of the original”. (The (Indian) Copyright Act,
1957:140-41, para 46) The following are the principles in whole:
1. There can be no copyright in an idea, subject-matter, themes,
plots or historical or legendary facts and violation of the
copyright in such cases is confined to the form, manner and
arrangement and expression of the idea by the author of the
copyrighted work.
2. Where the same idea is being developed in a different manner,
it is manifest that the source being common, similarities are
bound to occur. In such a case the courts should determine
whether or not the similarities are on fundamental or
substantial aspects of the mode of expression adopted in the
copyrighted work. If the defendant's work is nothing but a
literal imitation of the copyright work with some variations
here and there it would amount to violation of the copyright.
In other words, in order to be actionable the copy must be a
substantial and material one which at once leads to the
conclusion that the defendant is guilty of an act of piracy.
3. One of the surest and safest tests to determine whether or not
there has been a violation of copyright is to see if the reader,
spectator or the viewer after having read or seen both the
works is clearly of the opinion and gets an unmistakable
impression that the subsequent work appears to be a copy of
the original.
4. Where the theme is the same but is presented and treated
differently so that the subsequent work becomes a completely
new work, no question of violation of copyright arises.
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5. Where however apart from the similarities appearing in the two
works there are also material and broad dissimilarities which
negative the intention to copy the original and the
coincidences appearing in the two works are clearly incidental
no infringement of the copyright comes into existence.
6. As a violation of copyright amounts to an act of piracy it must
be proved by clear and cogent evidence after applying the
various tests laid down.
7. Where, however, the question is of the violation of the
copyright of stage play by a film producer or a director the
task of the plaintiff becomes more difficult to prove piracy. It
is manifest that unlike a stage play a film has a much broader
perspective, wider field and a bigger background where the
defendants can by introducing a variety of incidents give a
colour and complexion different from the manner in which the
copyrighted work has expressed the idea. Even so, if the
viewer after seeing the film gets a totality of impression that
the film is by and large a copy of the original play, violation
of the copyright may be said to be proved. (SCC pp. 140-41,
para 46)

To determine if an author’s product constitutes an infringement of another’s
copyright Narayana observes that the Indian courts use a “lay observer test”
(Narayana:1986). Justice Reva Khetrapal (2008) in an official ruling notes that,
It is always open to any person to choose an idea as a subject
matter and develop it in his own manner and give expression
to the idea by treating it differently from others. Where two
writers write on the same subject similarities are bound to
occur because the central idea of both is the same but the
similarities or coincidences by themselves cannot lead to an
irresistible inference of plagiarism or piracy.

These copyright laws in India ostensibly seem subjective, with the “lay person”
measurement system in place. In such a scenario such cases are decided upon the
judge’s individual opinion on how much is appropriated and if that appropriation
indeed leads to copyright infringement. The ambiguity of the ‘lay person test’ means
that what is considered as plagiarism in other countries may not be considered as
plagiarism in India. The logic of measurement of labour to determine the
appropriation level by a producer is also ambiguous and can be highly subjective.
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Since the copyright rules are applied on a case by case basis the determining of which
film is plagiarized or not also depends on whether the judge viewing these two films
finds a wide enough gap to believe that ‘inspiration’ and not ‘plagiarism’ takes place.
And therein might lie the reason of the fascination of Indian filmmakers for the word
‘inspired’ and their aversion to the word ‘copy’ or ‘remake’.

Few cases are brought to court and fewer are successful, giving a de facto
carte blanche to the Bollycat films. In spite of a number of Bollycats being released
per year, according to the Hindustan Times (Ayaz 2007) there have been very few
cases where Bollywood films have been charged with plagiarism. In the 70s the
producer of the film Khoon Khoon (Dir: Mohammad Hussain 1973) was sent a legal
notice for plagiarizing Dirty Harry (Dir: Don Siegel 1971) and the producer of the
film Manoranjan (Dir:Shammi Kapoor 1974) was also threatened with legal action
for plagiarizing Irma La Douce (Dir: Billy Wilder 1963), but apparently these cases
had no results (Ayaz 2007).

More recently, American author Barbara Taylor Bradford alleged that Indian
television show Karishma: The Miracle of Destiny was plagiarized from her 1977
novel A Woman of Substance about a simple girl who goes on to set up a major
business empire (Variety:2003). Upon reading a summary of Bradford’s novel and
listening to the evidence presented, Justice A.N. Roy said, “In [the court’s] opinion,
this is just an idea. The plaintiff cannot have a monopoly on a woman making it from
rags to riches” (BBC 2003). The case gained global attention due to the rarity of
copyright laws being enforced on Indian entertainment products despite the number of
‘inspired’ films and television serials being produced.

95

In another high profile instance in 2007, numerous Indian and Western media
outlets reported that Will Smith's Overbrook Entertainment was suing the producers
of the film Partner for 30 million dollars due to plagiarism (Ayaz: 2007). Krishna
says that “this is the first time that an international film company has decided to take
legal action against an Indian entertainment company for plagiarism” (Economic
Times 2008). Although prior evidence shows that Partner was not the first, it was
definitely one of the first major Bollywood films to be sued by an international
company for plagiarism. Although, the lawsuit was widely reported, nothing much
came of it and Parag Sanghvi, producer of Partner, says, “We didn't get any notice
from the producers of Hitch. This is a media created controversy. Seven hundred
films are made every year. Can all of them be original? Should all of them be
prosecuted?” (Ayaz: 2007) Sanghvi doesn’t deny that the film Partner may have been
a copy of the film Hitch. Instead he seems to defend his film, saying that all films
cannot be original and filmmakers should not be prosecuted for being ‘inspired’.

Apart from the Bradford and Hitch cases there have been no significant
intellectual property and copyright lawsuits, giving Indian filmmakers carte blanche
in remaking/plagiarizing/being inspired by further Hollywood and international film
projects (Ayaz:2007). However, in 2008 Orion Pictures, a production company in
India, in one of the first actions of its kind, declared that they had bought the rights to
the Hollywood film Wedding Crashers. Mukesh Talreja from Orion Pictures said, “I
have seen Wedding Crashers and I think it is a great property that would certainly
lend itself to a Bollywood remake and I am very happy that we will be doing this in
the right way in association with Warner Brothers.” (Yahoo 2008). This could set the
precedent for other Bollywood films and raises the question of whether the Hitch
court case and Orion Pictures buying the rights of Wedding Crashers could lead to a
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new phase of Bollywood films, where the Bollycat turns into the “Bollymake” (The
Bollywood remake).

3.3 The Gap: Production house driven, director-driven Bollycats

Inspired Bollywood films may not be complete remakes of Hollywood films
but are a mélange of a number of elements eschewed as well as introduced. A closer
textual analysis of the Bollycat movies and a case study of two of these films can help
identify what are the narrative shifts that are made by filmmakers in order for a film to
be localised.

Romantic comedies and melodramas like My Best Friend’s Wedding, When
Harry met Sally, Kramer vs Kramer are reconstructed into Bollywood spectacles and
include pleasure pauses to localize the content. The gap between the original and
remake represent the narrative shifts that either the producer or director introduce,
presuming Indian audience taste and commercial viability. This gap can be driven by
the production house or can be director-driven. Production houses can promulgate
their own distinctive brand image within a Bollycat to create a narrative framework
that includes the narrative shifts and content that distinguishes that production house.
Auteurs might have their own distinctive style and bring their own narrative approach
to create a wide gap between the original and the remake. 10 In what follows I will
look at films from two prominent production houses, Yash Raj Films and Vishesh
Films to understand how their ‘brand’ alters the narrative strategy of the Bollycat
films.
10

Ezra defines an auteur as someone who is deeply involved in every part of the filmmakeing process. She says
that filmmaker Méliès was a true auteur because he was “involved in every aspect of production from scriptwriting, design and construction of the elaborate sets, and lighting, to directing, acting, development of film stock,
editing and writing promotional materials”. (2000:17) It is for this reason that Sanjay Leela Bhansali is chosen as
an auteur in this project, because of his involvement in most aspects of his films and his distinctive visual flair and
melodrama he brings to the screen in all his films.
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Yash Raj Films is one of the top production houses in India along with
Dharma Films, UTV Films, Eros Films, Vishesh Film and Adlabs Films. Yash Raj
Films were founded by Yash Chopra in 1970. In 2004, Hollywood Reporter carried a
survey of Biggest Film Distribution Houses, where Yash Raj Films was rated as the
27th in the world and number one in India.(yashraj.com). Yash Raj Films, known for
their traditional, glossy and commercially successful films introduce their own unique
‘style’ to the Bollycat films. Film critic Sukanya Verma reviews Ta Ra Rum Pum
(Dir: Siddharth Anand 2007), a remake of Talladega nights (Dir: Adam McKay 2006)
and The Pursuit of Happyness (Dir: Gabriele Muccino 2006) and says, “But for god's
sake, it's a Yash Raj Film. And so even if a story about inspiration and hope, it is
bound to be lavish, stylish and commercially viable” (2007). The influence of the
production house often shapes the remakes and sways them into incorporating certain
narrative and thematic elements that help differentiate the original from the remake.

For this project I surveyed the recent Bollycat films from the Yash Raj studio,
including Thoda Pyaar Thoda Magic, remade from Mary Poppins, Ta Ra Rum Pum
(remake of Talladega Nights and The Pursuit of Happyness), Mujhse Dosti Karoge (A
remake of The Truth about Cats and Dogs), Hum Tum (remake of When Harry met
Sally), Mere Yaar Ki Shaadi Hai (remake of My Best Friends Wedding), and observed
that there were distinctive narrative and visual commonalities from what is known as
the Yash Raj brand. Yash Raj Films have elaborate marriage ceremonies, are higher
in production values than the average Bollywood films, are shot in various foreign
locations, cater for the urban audiences, and the absence of sexuality within the
narrative framework and the focus on family values are elements geared towards the
family audiences. These films seek inspiration from classic Indian films, Mujhse
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Shaadi Karoge from Raj Kapoor’s Aah, Hum Tum, Mere Yaar Ki Shaadi Hai from
previous Yash Raj Films like Dilwale Dulhania Le Jayenge and Dil Toh Pagal Hai
and Ta Ra Rum Pum and Thoda Pyar Thoda Magic from Koi Mil Gaya. Yash Raj
Films’ characters are extremely wealthy but also maintain traditional Indian values, at
least those prescribed by Chopra. The commonalities of visual, auditory and narrative
elements point to a trajectory of the Bollycat film aimed at the urban, family
multiplex audience. The production house ostensibly drives the type of Bollycat film
that is produced, which differs from the auteur-driven Bollycat film. The gap between
the original and the remake is extended by the localization of content and
Choprasation of content.

Chopra was the first Bollywood producer to establish his own distribution
company in the United States and U.K. after the overseas success of Dilwale
Dulhania Le Jayenge (Larkin 2003:175). This move by Chopra possibly
revolutionised the distribution of Indian films overseas and also brought about the
commercial viability of Bollywood films among the diasporic community. The
popularity of Yash Raj Films among the diasporic community meant that numerous
films from this production house were set in foreign locations and featured NRI main
characters.

Vishesh Films might not make big-budget films like the Yash Raj film but
commercially they are very successful. Vishesh Films, which were started by director
Mahesh Bhatt and his brother Mukesh Bhatt in 1986, differ from the Yash Raj Films
in that they are for more mature audiences; most of the films are thrillers (unlike the
romantic comedies of Yash Raj Films) and the films from this production house
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usually maintain a smaller gap between the original and the remake. Vishesh films
have lower budgets, and the presence of less popular Bollywood stars. An example of
a Vishesh film product is Zeher (2005) that was directed by debutant director Mohit
Suri. It appropriates the original Out Of Time (Dir: Carl Franklin 2003), almost scenefor-scene and even dialogues are translated into Hindi.

Pooja Bhatt, daughter of Mahesh Bhatt and also filmmaker for Vishesh films
says that,

…copying is an art. Not everyone has the capacity to do that. Picasso said
“Good artists copy, great artists steal.” So if Picasso could say he steals I don’t
think anybody has a right to say anything after that. I don’t think we become
less intellectual by using the word copy. If we borrow a plot we make no
qualms about it.” (Bhatt in Faliero:2007)
Vikram Bhatt, filmmaker for Vishesh films but unrelated to the Bhatts says that,
I would rather trust the process of reverse engineering (remaking a film)
rather than doing something indigenous. Financially, I would be more secure
knowing that a particular piece of work has already done well at the box
office. And why just slam the cine industry. Copying is endemic everywhere
in India. Our TV shows are adaptations of American programmes. We want
their films, their cars, their planes, their diet cokes and also their attitude. The
American way of life is creeping into our culture. (Bhatt in Banerjee:2003)

Director and producer Mahesh Bhatt, maker of several “inspired” films has his
own take on the lack of original scripts in Bollywood, “When you say there is a lack
of originality nowadays, you are presuming that once upon a time there was
originality. Nothing under the sun is original. Everything is sourced from
somewhere,” (Bhatt in Banerjee:2003). Filmmakers from Vishesh Films take pride in
their remakes considering it an art form to recreate a Hollywood film product within a
Bollywood narrative framework.
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The Vishesh film Murder (Dir: Mohit Suri 2004), remade from Unfaithful (Dir:
Adrian Lyne 2002) tones down the depiction of sex in the original to dodge
censorship guidelines. Both the Hollywood film and the Bollycat deal with an illicit
affair involving the main female lead and the subsequent murder of her spouse.
Murder pushes the envelope as far as the presence of feigned copulation and kissing is
concerned. Mallika Sherawat, the main actress in the film Murder, attained the title of
a sex symbol in India due to her bold portrayal of an Indian woman in charge of her
sexuality, a kind of role rarely reserved for a mainstream actress in a mainstream role.
Compared to Unfaithful, the presence of sex in Murder is toned down and less
graphic, but compared to other Bollywood films prior to Murder, is bolder and less
interruptive in nature. In Unfaithful, vivid depictions of nudity and copulation are
shown as opposed to the abrupt editing of the sex scenes in unrealistic song montages
of Murder. The more stylized depiction tones down the realism and the realism of the
act and enables the viewer to derive pleasure through the interruptive nature of the
song sequence. There is more sex portrayed but not a straightforward sex act; a more
hyper-real, Bollywoodized sex act.

The sexuality portrayed in the Hollywood version can be translated onto
the Bollywood version because the lowered production costs help pitch the film to
the masses and contain popular elements like the item song, feigned copulation
and partial nudity. Mahesh Bhatt says that, “Sex, like violence, works at the box
office, and like other film-makers I too use it as an element for the commercial
draw that we film makers seek.” (Santa Banta 2005). The Bhatt catalogue of films
do not have to maintain a family friendly audience like the Yash Raj Films and
thus remake more daring films where there is an increased presence of sexuality.
The directors who work under the eye of Mahesh Bhatt more often than not take
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immense pride in appropriation and believe it is more than appropriate to
appropriate.

3.4 The director-driven copy
Directors might have their own distinctive style and bring their own narrative
approach. The director-driven copy is one where there are no outside pressures from
production houses to shape the film’s narrative in certain ways. Sanjay Leela
Bhansali’s film Black can be considered as an auteurist copy. Bhansali is famous for
his opulent and operatic visuals with heightened melodrama in films such as Black,
Devdas and Hum Dil De Chuke Sanam (1999). The auteur remakes The Miracle
Worker (Dir: Arthur Penn 1962), into the film Black but places his individualistic
stamp with his distinctive flair for hyper-real visuals and theatrical melodrama. The
mise-en-scène of the film is clustered with multiple visual attractions vying for the
audience’s attention and fighting for screen space. The hyper-real world is also
recreated in Devdas and Hum Dil De Chuke Sanam where the sets and costumes are
opulent, grandiose and visually stunning. Bhansali creates a distinctive colour palette
for each of his films that share a commonality in their idiosyncratic mise-en-scène. In
Devdas, the film contains multi-hues of bright and dazzling colours and in a number
of the mise-en-scènes the film sparkles thanks to the multiple mirrors hanging from
the ceiling that deflect as well reflect the intense lights. Similarly, in Hum Dil De
Chuke Sanam, the auteur chooses an earthy rustic colour palette of browns, yellows,
maroons and reds in the first half of the film when it is set in rustic Gujarat and in the
second half of the film set in Italy, the colour palette, especially that of the main
actress’ costumes are paler and more subdued.
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Bhansali create his trademark hyper-real multi-hued visual palette.

Black is the story of Michelle McNally (Ayesha Kapur/Rani Mukerji), an AngloIndian girl who is born deaf and blind. She lives in a world of black and is unable to
perform even basic functions such as eating her own food. Enter Debraj Sahai
(Amitabh Bachchan), an alcoholic and a teacher to the deaf and blind children. Debraj
attempts to teach Michelle sign language and deal with her tempestuous sometimes
violent nature. Michelle succeeds in not only learning sign language but also
eventually graduates from college. At this juncture, Debraj starts to suffer from
Alzheimer’s. The roles are reversed and now Michelle attempts to bring light to his
world of black.

Film critic Sita Menon refers to the director’s trademark as unabashed, fullbloodied expression while Indian national award winning critic, Baradwaj Rangan,
sums up Bhansali’s narrative and visual trademark while reviewing Bhansali’s film
Saawariya (2007) (a remake of White Nights):

Bhansali’s trademark is stamped all over his latest feature – from the
deliberate artifice of the sets (some of the visuals actually look like
matte paintings) to the deliberate artifice of the dialogue – and the
director is going to win no new converts with Saawariya. You’re either
a fan of his obsessive-compulsive, over-the-top vision of cinema or
you’re not – and this film is solely for members of the former category
to see what this mad-scientist director has brewed up in his (as always)
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hermetically sealed laboratory, where not so much as a whisper of
wind from the world we consider as “normal” is allowed entry. (2007)

According to Rangan, Bhansali recreates a deliberate artifice of sets and
dialogue and in Saawariya, it does seem like the world the film is set in a chimeralike creation where the surroundings resemble large sculptures and paintings. The
creation of this spectacular, meta-real seems to be a trademark for the Indian auteur.
In Black, Bhansali chooses a colour palette, different from his other films as well as
from Bollywood films in general. The auteur fills the film with dark and grim shades
of black, grey, blue, green and white. Despite the dull colour palette, the
Bhansaliesque mise-en-scène is evident thanks to the opulence and grandeur of the
architecture, sets and costumes and the interplay of light and shadow in the film. In
one of the more visually subdued scenes of the film Michelle’s father walks in to tell
his wife that the doctor has revealed that the child cannot hear or see. Michelle’s mum
is bathing her in a small tub and the scene stands out due to its simple visuals. In fact
the room looks quite bare. The entrance of Michelle’s father and the opening of the
door allow the reflection of an elaborate stained glass window to be reflected upon the
walls. The father leaving the room takes away the reflection and again leaves the
distraught mother in the dark uncluttered room. Bhansali’s distinctive stamp is placed
with the interplay of shadows, light and darkness. The rest of the film showcases
Victorian sculptures, paintings, distinctive colonial buildings, making the setting of
the film ambiguous and hyperbolic. The filmmaker remakes the more subdued
emotions of the Miracle Worker into exaggerated, theatrical and melodramatic acting
with intense soliloquies and over articulated speech and over emphasized
gesticulation.
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The director-driven copy as evidenced from the Bhansali films incorporates
distinctive narrative, content and visual elements to distinguish itself from the
original, at the same time appeal to perceived local audience sensibilities with the help
of pleasure pauses.

In the case of the film Kaante even a film with minimal changes to the original
content, Reservoir Dogs (Dir: Quentin Tarantino 2001) can create a significant gap
between the original and the remake.

Déjà vu: The similarity of Kaante and Reservoir Dogs doesn’t end with the poster

An inter-textual reading of Kaante and Reservoir Dogs shows how Bollywood
films either choose to create a significant gap between the original and the remake or
choose to have a minimal gap between the two. The main reason I chose to study this
film, despite the minimal presence of pleasure pauses, is because the director of the
original film, Quentin Tarantino, has seen Kaante (Srinivas 2007).
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Kaante does closely follow the original film’s storyline, dialogues and
narrative style. Some dialogue (in English) is identical to Reservoir Dogs. For
example, “Are you gonna bark all day little doggie, or are you gonna bite?” in the
original is changed to "Will you only bark or will you bite?" The guns, foul language,
edgy camera angles, depiction of sexuality and editing styles are very similar in both
films although Kaante attempts to distinguish its iconography with a chrome-tinged
mise-en-scène. Kaante is even set in the same country (North America) but the
characters in Kaante are all Indian and speak in Hindi (and some English) with each
other. Kaante even reduces the number of pleasure pauses so that it can be a closer
mimic to the original. However the film does not completely eliminate all pleasure
pauses; the film has two item songs, an interval, a minor romantic sub-plot and, unlike
the original, gives a detailed background of each character’s lives. Kevin Thomas
from The Los Angeles Times says that “Indeed, there is a steadfast earnestness in
director Sanjay Gupta's deluded attempt to equal or even better Hollywood on its own
ground that is rather touching -- but not to the degree that it sustains the film’s many
tedious stretches” (2002). Tarantino himself finds the pleasure pauses in Kaante
“amazing”. In an interview with short film director Srinivas (passionforcinema.com),
although Tarantino notices considerable similarities, he also notices some digressions.
He says,
Well, I started watching it and I knew it was Reservoir Dogs. But then,
the film is longer. You guys [Indians] are crazy because you guys like
long movies. And that’s what I like too. But we have a studio system
here. But yeah, coming to the point, here I am watching a film that I’ve
directed, and then it goes into each character’s background. And I am
like WHOA That’s something. Because I always write the backgrounds
and stuff in my scripts but it always gets chopped off during the edit.
And so I was like this isn’t RD. But then it goes into the warehouse
scene and I am like’WOW Its back to RD? Isn’t it amazing? Wow. (in
Srinivas 2007)
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It is interesting to note that Tarantino himself feels that the Bollywood version
of his film is closer to what he conceived without the pressure of the North American
studio system. Even though the gap between Kaante and Reservoir Dogs is small, the
few changes gives the former its own distinct Bollywood identification. As Nayar
says earlier in this chapter, “Even given the filmmakers’ borrowing, stealing and
blatant plagiarism, these finished products are indisputably Indian” (2005:67).

I shall next undertake a detailed case study of the popular Bollycat, Hum Tum.
The reason I choose to study this particular film, apart from its critical and
commercial popularity, is because it clearly illustrates that cultural discount in the
original Hollywood film is a problem and this is addressed with narrative strategies
Indian filmmakers

3.5 When Harry met Sally met Hum Tum: A case study
In When Harry met Sally, Harry Burns (Billy Crystal) and Sally Albright (Meg
Ryan), meet up in 1977 where Sally is giving a car ride to her girlfriend’s partner,
Harry. They get to know each other over this car trip to New York City. En route they
develop a camaraderie with a hint of sexual tension, openly discussing hitherto
unusual topics in romantic-comedies of the time such as sexuality, the man-woman
divide and the underlying question of the film, can men and women ever be just
friends or does the sex thing get in the way? “Even when the woman is unattractive?”
Sally asks. Five years later and Sally and Harry once again chance upon each other in
a plane flight. Their circumstances have changed, Sally is in a relationship with Joe
(Steven Ford), while Harry is engaged to be married to Helen (Harley Kozak). They
get into an intense discussion once again where Harry sticks to his previous life
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‘assessment’ that men and women cannot be friends. They part ways once more once
the flight is over and don’t see each other until five years later. When they do meet up
again they are shown post-break-up with their respective partners. They meet again, in
a bookstore, and again begin a conversation/debate on the man-woman divide. Harry
changes his views about how women and men can never be friends and realizes with
surprise that he has a ‘woman friend’. Four months later both Harry and Sally are
dating new partners. Sally upon hearing her ex-boyfriend is to be married calls upon
her new ‘friend’ for comfort. They end up having sex which leads to an awkward
situation where they drift apart.

At her friend’s Marie's wedding they fight, but late at a New Year’s Eve party
Harry reveal his love for Sally. The film ends with a happy ending where they get
married to each other. The film reached an iconic status thanks mainly to the scene in
the diner with Meg Ryan’s character faking an orgasm. Part of the reason of the iconic
status of the film and the reason it can be differentiated from other romantic comedies
is that the film breaks the mould of polite romance-comedy by revealing possibilities
of deception and disappointment behind the ideal and it takes a private, mostly
untalked-about possibility of the fake orgasm into an open discussion in a public
place.

The Indian remake of the film, Hum Tum, replaces the famous scene and other
elements of the film to localize the content for an Indian audience and reduce cultural
discount. In Hum Tum, Karan Kapoor (Saif Ali Khan) and Rhea Prakash (Rani
Mukherjee) meet for the first time in a flight bound from Delhi bound for New York.
They develop a friendship on the flight and decide to sight-see with each other in
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Amsterdam. After Karan attempts to ‘make out’ with a surprised and repulsed Rhea,
they have a falling out and vow never to see each other again.

When they arrive in New York City, she soon finds out that they are going
there to meet the same person, her college best-friend who happens to also be Karan's
girlfriend. Rhea reveals to his girlfriend that Karan attempted to kiss her while he was
still in a relationship. After another eventful meeting, a few years pass by again when
destiny brings them back together. Karan returns to India to discover that his mum, a
wedding planner by profession, is planning a wedding for none other than Rhea, who
he becomes reacquainted with. He realizes during the course of her engagement and
marriage that he is in love with her but can do nothing to stop it. Rhea leaves for the
USA.

Four years later, Karan has become a successful cartoonist and travels to Paris
to visit his father. Coincidentally, he meets Rhea again and learns that her husband
has passed away. Karan attempts to bring back joy to Rhea’s life and begin to develop
a strong friendship that eventually leads to love. Rhea and Karan sleep with each
other, which leads to misunderstanding and their being separated from each other for
another year. Eventually they express their feelings to each other and get married.

Commonalities and differences between Hum Tum and When Harry met Sally?
Hum Tum (Dir: Kunal Kohli 2004) is a typical ‘masala’ Bollywood movie
with the many pleasure pauses that are usually included within the indigenous popular
narrative framework. However, Hum Tum, like When Harry met Sally, breaks the
romantic mould of its film industry. Hum Tum does this by depicting pre-marital sex
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in a family oriented romantic comedy and also takes a very nonchalant attitude to
widow remarriage. Rhea’s family would like her to get remarried after her husband
dies but Rhea refuses to be forced into anything and instead moves to France to start a
new independent life. The character of Rhea is shown as independent and
opinionated, although her character is less opinionated than Sally. Her personality
briefly assumes a quiet timidity after the death of her husband and is in stark contrast
to the louder, relatively brash Sally The plot lines of the films are markedly similar
with both showing an evolving relationship from youth to mature adults and how the
individuals change and grow up. In When Harry met Sally the film attempts to
establish a very platonic relationship between Harry and Sally over the years.
However in Hum Tum Karan is interested in Rhea from the start, he attempts to make
conversation with her in the plane because he is attracted to her and he even attempts
to kiss her. The subtle (and not so subtle) moments of sexual chemistry in their first
meeting are revealed throughout their numerous meetings and thus it is never a
surprise to the audience that they end up together. When Harry sleeps with Sally it is a
random occasion where two friends end up sleeping with each other. Karan on the
other hand is depicted as a playboy who loves women and it is suggested that he has
affairs with multiple women. Whether these relationships are sexual in nature is not
clearly established in the opening scene of the film. At the same time the film also
establishes the lead character’s relationship with their families, unlike When Harry
met Sally in which the parents don’t seem to play a dominant role in their children’s
lives. The opening of Hum Tum shows the mums of both characters saying goodbye
to their children and thus the film initially establishes the difference between the
Hollywood and Bollywood film where family and relatives all play a big part in
decision making and even in mate approval.
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Dwyer believes that Hindi films have historically revealed a “collective
fantasy, a utopian solution to counteract anxieties such as emphasis on family.” (2007:
64) It is with this utopian solution in mind that Hum Tum establishes close family ties
and examines how the young protagonists negotiate their own interests and mate
selection with the wishes of their family. When Harry met Sally focuses on friendship
and romantic relationships and family plays a minimal impact within the film’s
proceedings as well as within the lives of the individuals. In Hum Tum the gradual
attraction of the hero to the heroine is measured through her gradual change as a
young woman dressed in modern, occasionally skimpy Western clothes to an Indian
woman more traditionally dressed in ghaghras and saris. This evolving of the exterior
of the Rhea is also the evolution of the relationship between Rhea and Raj and it
occurs in order for her to embody the characteristics of an Indian woman which
includes more traditional Indian clothing. The relationship between Raj and Rhea
becomes more romantic (yet seemingly desexualized), as Rhea progressively becomes
more ‘Indian’ and seemingly more ready for marriage. Sally on the other hand is
initially shown more as a girl-next-door wearing plain Jane T-shirts and jeans but
towards the end of the movie she is sexualized by wearing a revealing black dress and
heavy make-up. The opposite occurs to Sally, the older she gets the more she is seen
as a sexy mature woman; the older Rhea gets the more she is desexualized (and deWesternized) and seen as a conservative, quieter woman.

Kuch Kuch Hota Hai (Something Happens Dir: Karan Johar 1998) is also
inspired by the theme of whether cross-gender friendships really can exist. One of the
characters in the film responds to the question, `What is love?’ posed by the teacher in
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a classroom and says that love is in fact friendship, to which the teacher approvingly
agrees. Coincidentally, the main hero of the film falls in love with his best friend after
the death of his wife, and when the character Kajol changes from a tomboyish girl
who wears masculine Western clothes to someone who assumes a more vibrant Indian
look with long hair and traditional saris. In a way Hum Tum and Kuch Kuch Hota Hai
answer the question of ‘can men and women be just friends?’ with the answer that yes
they can, but these friends can also get married if the woman de-Westernizes and
becomes more traditionally Indian in appearance.

In both Hum Tum and When Harry met Sally, the male characters are more
internal than external; Karan becomes less of a playboy and Harry starts believing in
platonic friendship and is less abrasive and dominating in his conversations with
Sally. Due to cultural and censorship restraints Hum Tum dilutes and changes the
open sexuality dialogues of When Harry met Sally. This helps it gain accessibility in
an Indian context by reducing cultural discount. Yet, Hum Tum attempts to push the
envelope as far as bold themes like pre-marital sexuality is concerned.

Censorship, cultural discount and the ‘open sexuality debate’

Hum Tum is a production-house driven Bollycat, produced by Yash Raj Films.
The sexual innuendo and open conversations about sex that are predominantly present
in many conversations in When Harry met Sally are noticeably absent in Hum Tum.
In When Harry met Sally, one of the first conversations between the main leads
involves an open discussion of sex within a relationship. Here is one section of
dialogue spoken towards the beginning of the film, while Harry and Sally are sitting
in a diner, further aggravating each other.
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Harry: Obviously, you haven't had great sex yet...
Sally: It just so happens that I have had plenty of good sex!... (Sally's response is so
loud that other customers stop eating to notice.)
Harry: With whom did you have this great sex?
Sally: (embarrassed) I'm not going to tell you that!
Harry: Fine. Don't tell me.
Sally: Shel Gordon.
Harry: Shel. Sheldon? No, no. You did not have great sex with Sheldon.
Sally: I did too.
Harry: No, you didn't. A Sheldon can do your income taxes. If you need a root canal,
Sheldon's your man, but humpin' and pumpin' is not Sheldon's strong suit. It's the
name. 'Do it to me, Sheldon.' 'You're an animal, Sheldon.' 'Ride me, big Sheldon.' It
doesn't work.

In Hum Tum, sex is an underlying part of the relationship but is not openly
verbalized, taking the Indian cultural ethos in mind. The depiction of pre-marital sex
or the allusion to it itself is a bold approach to the usually virginal Bollywood hero
and heroines. Hum Tum eschews the sexualisation of a relationship turning the debate
into one that deals with the battle of the sexes. The open dialogues involving sex are
toned down so as to clearly depict Indian values and culture and also follow similar
movies where sex is something alluded to but not actually talked about in a casual
conversation. In such a scenario, the famous Meg Ryan fake orgasm scene has no
place in the narrative of Hum Tum.
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At the same time the film helps in the re-conceptualization of the depiction of
sexuality within the boundaries of the censorship guidelines in Indian films. The film
shows an unrequited kiss between the film’s main characters. The kiss being
unrequited helps the filmmakers in de-sexualizing the kiss with no obvious tongue
involved and making it seem more like an innocent kiss. They share a friendly
relationship and she even takes up on his offer as a tour guide during a stopover in
Amsterdam. In When Harry met Sally there is a fear that sex will ruin a great
friendship and that men and women cannot really be friends because sex gets in the
way. The film is conducted as a conversational duel, and the 12 years that pass from a
relationship from youth to maturity also establishes a maturing argument but a
constant argument of the role sexuality plays in a relationship and what creates the
man-woman divide. The solution to the presence of sexuality within any sort of man
woman relationship is assumed to be solved by marriage, because married people
have no time for sex. These and other theories about sex and relationships are tested
with a theoretical approach of presumption, evidence and actual reality within the
movie’s image constructs. This battle of the man and woman divide remains in its
Bollywood incarnation but the underlying sexual base for this barrier is undermined to
provide Hum Tum with a far more family-friendly film. This altered-articulation of
the basic premise of the original film is presumably in keeping with the long standing
tradition of Yash Raj Films. Thus, Yash Raj Films can be seen to maintain a certain
level of purity of what is depicted on screen but this does not necessarily mean that
this may not be alluded to or hinted at within the narrative.

This maintenance of the purity of images is what differentiates the original
film and its Bollywood remake. Hum Tum may suggest sexuality but does not overtly
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indulge in open debate of sexuality not depiction of copulation. In the film there are
suggestions that the lead couple kiss with a long-shot of the two couple on the beach,
drenched and close to each other. They seem to kiss but it is not clearly depicted in
the mise-en-scène thus following the unwritten censor rules. The next day they wake
up next to each other in bed and it is a bold move for a Bollywood film to have hinted
that pre-marital sexual intercourse had occurred. This hinted at sex is not shown on
screen thus still maintaining the chasteness of the Bollywood ‘family’ film but occurs
off-screen and not maintaining the chasteness of the characters. Hum Tum’s bolder
approach to sex in the Bollywood film is just as revolutionary as When Harry met
Sally is open debate about sexuality was a couple of decades ago in Hollywood.

However, there are no overt conversations about sexual intercourse and most
conversations after the presumed sex act takes places is more alluded to than actually
admitted to. In When Harry met Sally, sex takes centre-stage and controls many of the
conversations between the lead characters even before they have indulged in sexual
intercourse. The film is a light romantic comedy but deals with modern (and what
some may consider Western) topics like single parenting, divorce, pre-marital sex and
remarriage in a very matter-of-fact manner. However, at the same time the resolution
of these plotlines are consistent with traditional societal norms, Rhea doesn’t remain a
single woman and Karan and Rhea have pre-marital sex but also eventually get
married so that the sex that is said to have occurred is not a casual one night stand.
After Karan and Rhea ostensibly have sex there is a role reversal as far as their
reactions are concerned, Rhea feels that it is a natural progression of their relationship
while Karan fears that he took advantage of Rhea and offers to marry her to marry her
as some sort of consolation to what he has done. It can be said that the themes
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depicted in Hum Tum are modern and bold yet what is depicted on screen is relatively
pure with minimal sexuality shown. At the same time the bold themes (like premarital sex and remarriage) are handled in such a way that the resolution is in keeping
with societal traditions and norms.

Song-and-dance, sub-plots and other pleasure pauses
Hum Tum begins in the present day rather than 10 years in the past as is the
case in When Harry met Sally. This is done possibly to establish the flashback as a
pleasurable interruption to the linear narrative of the film. The story is told when Rhea
and Karan are still not yet united despite ten years of exchanges and co-incidental
(and some planned) meetings. The happy ending where the hero and heroine are
reunited hasn’t actually taken place in the present time as far as the narrative of the
film is concerned and once the flashback is completed the two would-be lovers
reunite and marry. The flashback is used as one long pleasure pause; pausing the
narrative with one big flashback that establishes the entire story and then moving to
present day to continue the story. When Harry met Sally’s plotline is more
chronological and linear unlike Hum Tum’s.

The interval in Hum Tum occurs at a crucial point in the narrative when Rhea
reveals to Karan that she is a widow. The death might have been included for two
reasons, because Rhea and Karan coming together as a widow and single man would
be more acceptable than a divorcee and a single man. What this piece of information
does is create a ‘twist in the tale’ and allows audiences to anticipate and question what
the outcome of the film will be (and since it is a Bollywood film how will the happy
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ending be reached). The interval is a crucial point in the storyline where the film
changes from a light comedy and takes a more dramatic turn because of the interval.

A further point of difference between the narrative of Hum Tum and When
Harry met Sally is the inclusion of sub-plots in the film. While in When Harry met
Sally, the focus is on the two main protagonists and deals mainly with their lives,
Hum Tum has a sub-plot of Karan’s parents who are separated and who eventually
reunite towards the end of the film. Depicting a separated couple is a relatively bold
concept within the current Bollywood narrative (especially the more traditional Yash
Raj Films) but the couple reuniting towards the end of the movie shows a more
traditional concept of family and an idealistic viewing of circumstances. Thus, in
When Harry met Sally it is acceptable to show Sally as divorcee but in Hum Tum both
the divorced parents seem sad and incomplete without each other.

The song-and-dance sequences are included in Hum Tum to make the narrative
of When Harry met Sally more in keeping with traditional Bollywood narrative
practices. The song Ladki Kyun (why women) is used as a device to delineate the
man-woman divide through song. Karan asks the questions as to why women can’t be
more like men while Rhea retorts with the reasons why women and men differ from
each other. Thus, this song uses the pleasure pause to establish the man-woman divide
by creating a theoretical debate about gender through rhyme and song. The two
protagonists sight-see around Amsterdam providing the audiences with exotic images
indulging the tourist within the audience. The exotic locales provide a pleasurable
pause to the film’s proceeding but also provide an opportunity to exemplify the
underlying debate in the film, about the difference between men and women. The
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editing does not adhere to time unity and the song sequence sprints through a number
of different settings, maintaining the Bollywood pleasure pause of the musical song
and dance sequence.

The title song Hum Tum establishes different stages of a relationship through
song and the imaginary. The imagination of the couple is used to indicate how the
couple will behave in various stages of their relationship. The filmmaker uses the
dream sequence to allow the couple to imagine themselves in various stages of their
relationship, from a young couple to a couple expecting a baby to an elderly married
couple. This device is similar to the device of the mockumentary style interviews of
different married couples in When Harry met Sally, both devices are equally
interruptive but in Hum Tum this is depicted with the use of song and the dream
sequence. Reiner uses the mockumentary style interviews to give a sense of
timelessness and unpredictability to human relationships. An example of this is when
the husband of the first couple reveals that he knew he would marry his wife the
minute he saw her in a restaurant to the gradual, unpredictable relationship of Harry
and Sally that evolved over the course of 12 years.

‘Chak De’ (Throw away) is a song set in France and is used as a device to uplift
Rhea’s spirits (due to the death of her husband). The song says that Rhea should revel
in the moment and get rid of any sadness and fears. The song helps to reduce
dialogues and depicting scenes of how Rhea transforms from a morose person to funloving within the space of one song and also further develop the chemistry between
the two characters. Thus this song helps advance the narrative. The song Gore Gore
(Fair Fair) is a break in the narrative and includes Rhea and other female characters
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adorned in traditional Indian wear mocking ‘Gore Gore’ Karan. The song is lighthearted spectacle and isn’t supposed to advance the narrative.

3.5 Conclusion: Hybridity and the Bollycat
Pieterse in his article “Globalization goes in circles: Hybridities East-West”
argues that hybridity is muti-layered and multi-directional. He says that “globalization
goes in circles: East-West, West-East, East-West, etc” (2006:8). Pieterse differentiates
between hybridity and cultural convergence. He says that “The cultural convergence
view ignores the local reception of western culture, the indigenization of western
elements, and the significance of crossover culture and `third cultures' such as world
music” (2006:2). The Bollycat and the crossover films are examples of this circular
motion of hybridity, and show that unlike the concept of cultural convergence we do
need to consider elements such as reception of western culture, indigenization of
western elements and the significance of crossover culture. In fact this chapter
focused on those elements as a precursor to understanding the outbound crossover.
The dialogue between the filmmakers and the audiences creates film narrative and
content that are not only localized but to some extent also hybridized. Pieterse goes on
to say that cultural convergence “overrates the homogeneity of western culture and
overlooks that many of the cultural traits exported by the West are themselves of
culturally mixed character if we examine their lineages.” (2)

Thus, hybridity is noteworthy from the viewpoint that they consider these
elements and are studied in this thesis to factor in not just hybridity but also cultural
discount, and as we shall see from the next chapter, essentialism. Questions raised are
whether local Indian indigenous products are essentialist and unchanging or whether
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hybridity and natural evolutions of the narrative format affect the narrative. From this
chapter we can surmise that even a marked difference between Vishesh Films and
Yash Raj Films show the evolution of content and narrative format in Bollywood
films. Yash Raj Films usually have more old-fashioned family themed films while
Vishesh Films are more sexually driven with strong female characters. There is a
value system in place in films from both production houses (in comparison to
Hollywood films) but this value system is evolving and changing.

The crossover and the Bollycat co-exist and co-inhabit different cultural
spaces but the established form of the Bollycat has a minimal ability to crossover to a
Western audience, in large part due to the fact that Bollycats are cultural makeovers
of Hollywood films targeted at local Indian audiences. The hybridity ratio in such a
scenario would be (and is as seen in this chapter) skewed towards appealing to Indian
audiences. However, the crossover is a far more complex phenomenon where the ratio
of hybridity varies depending on the type of crossover studied. Pieterse notes that
there is an “inequality” as far as hybridity is concerned (4). There is no essential
measurement of to what extent is mixed and “What are not clarified are the terms
under which cultural interplay and crossover take place” (4). Chapters 5 and 6 make a
point to note this cultural interplay that takes places.

The inclusion of the Bollycat within the context of this thesis was not only to
show makeover precedent but also to show how the crossover is not a unidirectional
process from east to west but can be a much more complex directional flow. Pieterse
says that “flows are not two-way but polycentric” (8), which is exactly why the
inbound crossover is just as important as a study focus as the outbound crossover. The
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inward looking Bollycat alters narrative and content to appeal to local audiences and
reduce cultural discount but if we were to use a measurement we would find an
inequality of local elements being given more importance. This is because in essence
the local is who the filmmakers need to appeal to. However, the crossover film is a
process of narrative hybridity and an attempt to appeal to a larger non-ethnic
audience. In such a scenario analysing the interplay of narrative pleasure pauses and
how it is used as a global hybrid is what chapter 5 focuses on.

However, before we move our focus to that aspect of this study I would like to
study two things in the next chapter. Firstly, the Bollywood NRI film, that sets up the
transnational audience precedent, and secondly the evolution and use of the term
“crossover”.
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4.0 “Yet the appetite exists”: diasporic films, critical vocabularies and the
creation of the crossover market
Before we study the crossover film I would like to take a look at Bollywood films
released to the diasporic market. As we saw in the introduction, Bollywood films have
a large market among Indian diasporic communities. When Bollywood films are
being watched by the Indian diaspora they take on transnational significance, but
remain bounded by the ethnic demographic. The reason I study the diasporic
Bollywood film is due to this transnational and historic significance bringing Indian
films into the global mainstream and thus setting up precedent for future crossover
films that are watched beyond the boundaries of ethnicity.

Approximately 65 per cent of Bollywood’s earnings comes from the NRI
market with an estimated US $800 spent by NRIs on Indian movies and music.
(Brosius and Yazgi 2007:358). Following Dilwale Dulhania Le Jayenge (The brave
will get the bride Dir:Aditya Chopra 1996) a film that positively depicted Indian NRIs
and was a box-office success among diasporic audiences Bollywood starting making
films featuring NRI characters and thus seemingly targeting that market. The success
of Dilwale Dulhania Le Jayenge was significant because it brought Bollywood films
into the (Western) mainstream and was commercially one of the first successful
transnational Bollywood films (even though its audiences were almost completely
constituted by expatriate Indians). The Bollywood/Bollywood NRI film does not have
to deal with the question of cultural discount mainly because of the type of crossover
it makes.
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The more traditional masala films were (and still are) major successes among
the diasporic audiences thanks to their more traditional film narrative approach.
However, the NRI audience caused Indian films to become glossier, have higher
production values and become more ostensibly modern in content from the 90s, even
though the traditional narrative elements (including the pleasure pauses) and cultural
content (like vibrant marriage ceremonies and main characters who are part of large
joint families with numerous aunts and uncles) remain the same.

Since a majority of Bollywood’s revenue is from overseas audiences it is not a
surprise that Bollywood films started targeting this audience to increase revenue
potential. This large market in turn has resulted in many Bollywood movies filming
entire films in foreign locations and featuring NRI characters. However, these films
are not referred to as crossover films by the media or scholars. That term, as we shall
see later in this chapter, is specifically used for films that not only have transnational
significance but can also cross ethnic and cultural boundaries. Bollywood films
specifically targeting the NRI population do cross over nationally and are significant
transnational products but their appeal lies in their ability to specifically retain their
indigenous narrative and content as a form of nostalgia. These films created precedent
for thinking about foreign markets but do not cross ethnic boundaries. Movies like
Monsoon Wedding, Bend it like Beckham and Crouching Tiger Hidden Dragon
confirmed that movies could cross to foreign markets and cross ethnic boundaries and
generated the term ‘crossover’. The term ‘crossover’ itself has elicited debate among
Indian scholars and critics, but is also used to describe a business strategy. This
strategy generates debate about narrative and hybridity and cultural reservations about
narrative inauthenticity.
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This chapter studies the crossover precedent, the Bollywood NRI film, looks
at the films crossing over, the usage and evolution of the term crossover and debates
about hybridity and authenticity. These topics are studied not only to provide
historical background but also to provide linkages and reference points for chapter
five that takes a more comprehensive look at the narrative structure of the crossover
film with the help of the theory of interruptions.

4.1 Conflicts with perception of identity: The Bollywood NRI film
In her book Cartographies of Diaspora, Avtar Brah has developed the idea of disporic
space constructed as “the entanglement of genealogies of dispersion with those of
staying put.” (1998:181) Brah’s conceptualization of this imaginary diasporic space
means that shared traditons, ethnicity and culture are embodied and may be
maintained in spite of dispersal. Bollywood films are an important part of this
diasporic space as this common viewing experience allows expatriate Indians to
directly relate with a common cultural and social practice in the same way as nationbound/homeland Indians. To maintain the nostalgic illusion, films with more
traditional values and customs like Hum Aapke Hain Kaun, Dilwale Dulhania Le
Jayenge, Kuch Kuch Hota Hai and Kal Ho Na Ho became financial successes among
the overseas (with mainly diasporic audiences) markets. Ram believes that “one of the
most important vehicles of memory, both collective and personal, are mass media.”
(in Fong, Chuang 2004:122). Further, she believes that “by drawing upon the past, we
give shape and understanding of self and other” (122). Thus Indian films play an
important role in shaping the image of India for diasporic audiences, and a
romanticized vintage India creates a much more desirable focus for nostalgia. Thus,
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the Bollywood experience is similar to experiencing India with rose-tinted glasses and
viewed through an idealized Bollywood world. Ram carried out a survey of some
Indian diasporic audiences of Bollywood films in North America and found that the
majority believed that the films are used to “maintain a continuity with the past,
serving as constant reminders of their origins (in Fong, Chuang 2004:127).

Punathambekar writes in the International Journal of Cultural Studies that “It
is clear enough that Hindi films, as a dominant storytelling institution in postindependence India, have come to possess tremendous cultural and emotional value
for expatriate Indians who grew up watching these films… It is easy to discern that
such need for contact is but a starting point; in shaping how the ‘home’ is
remembered, Hindi films reconfigure memory and nostalgia in important ways.”
(2005: 55-156) The collective consciousness formed out of these particular
conceptions is maintained through the commonality of the Bollywood film
experience; the increased popularity of the Bollywood cinema experience for Indians
living outside of their homeland in turn resulted in the increased NRI presence within
the Bollywood narrative framework. Boym has distinguished between two forms of
nostalgia — reflective and restorative — and says, “Restorative nostalgia puts
emphasis on nostos and proposes to rebuild the lost home and patch up the memory
gaps. Reflective nostalgia dwells in algia, in longing and loss, the imperfect process
of remembrance” (2001:41). About these two types of nostalgia Moorthi notes that,

Restorative nostalgia attempts a transhistorical reconstruction of the lost
home through a series of truth claims; visually, this sentiment is captured
by forcing home and abroad, past and present, into a single frame, an
image that cannot be sustained. Reflective nostalgia, on the other hand,
explores ways of inhabiting many places at once; rather than seek a return
to a pristine homeland, reflective nostalgia thrives on the longing itself.
(2003:359)
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This “restorative nostalgia” shapes the way India is imagined through Bollywood
films and thus the Bollywood NRI film freezes cultural identity, traditions and
iconography in a time warp capturing Indians living abroad but unaffected by external
environment. Moorthi says “…popular cultural products emerge as the locus for the
maintenance and constitution of a shared identity” (2003:373). The Bollywood films
(especially the ones featuring NRIs) work as restorers of national identity, culture and
belonging and as preservers of the truth. The Bollywood NRI film also indulges in a
form of reflective nostalgia, with characters longing to go back to their homeland to
‘smell the scent of the ground’ (as many song lyrics featuring NRIs say). Ram says
that Bollywood film “provides narrative slates that can be erased, rewritten, and
interpreted through recollections of the past, in order to secure stable scripts of
selfhood.” (128)
Thus, even though there is a positivity of the depiction of NRIs in these films,
films in the nineties were forms of nostalgia but films in the millennium depicted
these characters as Indians without the longing to go back to India but a longing to
maintain their distinct identity.

Aftab believes that the Bollywood film is far more popular [with the NRI
audience] than the crossover film because “they [the audiences] can at least be
reasonably sure that they are being catered to rather than condescended to”. (2002:95)
He says that crossover films made by diasporic directors “are hampered by the
requirement to pander to a white crossover audience.” (2002:95) That is why the
Bollywood NRI film appeals to a transnational audience (the diasporic one) because
these audiences seemingly share the same concerns, values and identity with the local
Indian audiences.
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For the purpose of this project I surveyed the Bollywood NRI films Kabhi
Alvida Naa Kehna (Don’t say goodbye Dir: Karan Johar 2007), Kabhi Khushi Kabhie
Gham (Sometimes happy sometimes sad Dir: Karan Johar 2001), Kal Ho Na Ho (If
tomorrow comes or not Dir: Nikhil Advani 2004), Heyy Babyy (Dir: Sajid Khan
2007), Salaam Namaste (Dir: Siddharth Anand 2005), Dostana (Friendship Dir:
Tarun Mansukhani 2008), Namastey London (Dir: Vipul Shah 2008) that were set in
foreign locations and featured NRI characters. All these films are among the top 30
most commercially successful Bollywood films in USA and the UK
(ibosnetwork.com). My aim is to understand how these films alter narrative strategies
to appeal to the diaspora (and a point that will be taken up later to find out how and
why crossover films alter narrative strategies to appeal to the Western audiences).

Jigna Desai explains the reason for the post-nineties international popularity
of the Bollywood film is due to the “facilitated flows of technology, people, and
cultural commodities…creating specific pathways by which film productions from
India became available to expanding migrant and other populations in the Middle
East, Africa, Europe, Australia, Asia and North America”. (Desai 2004:56) After
Dilwale Dulhania Le Jayenge, numerous films were set in foreign locations with
transnational Indian characters or NRIs. The depiction of the NRI has undergone a sea
change:the NRI of the 70s was characterized as a betrayer of India and Indian cultural
values as depicted in classic Hindi films like Purab aur Paschim (East or West Dir:
Manoj Kumar 1970) and even more recent Indian films like Pardes (Abroad Dir:
Subhash Ghai 1997), while most NRI protagonists after Dilwale Dulhania Le Jayenge
walked the tight-rope of capitalist ideologies hybridised with staunch traditional
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Indian values. Ravinder Kaur says that, “The celebration of slick, modern-looking
Hindi-language films….is a way of flaunting the traditional-yet-modern, prosperous,
conflict-free image of India to the host community where they struggle to move
beyond the stereotypes of immigrants.” (Kaur 2002:204) Such transnational
characters like Raj in Dilwale Dulhania Le Jayenge and Rahul in Kabhi Khushi Kabhi
Ghum (both played by Shahrukh Khan) have in recent times allowed the viewing
audiences to experience the ‘foreign dream’ where Indians live abroad, speak their
own language, live with their relatives and hang out with friends who also happen to
be Indian. The characters of these films were the ‘idealized Indian’, even though they
were living beyond their homeland. The ‘idealized’ Indian in the Bollywood NRI
film today possesses an “extrinsic modernity” (Raj 2004:6): he/she drives fast cars,
wears expensive clothes and make a lot of money; he/she also possesses an intrinsic
traditionality, performing poojas (prayers) and maintaining sexual integrity (Rao
2007:38). Kaur believes that
The success of Kuch Kuch Hota Hai, among others, helped sustain the
euphoria through themes designed for the NRI community; specifically
family values, moral superiority, true (unpolluted) love, the sacrifice of
individual desires for greater good of the family/community, and the
struggle and victory of the Indian Diaspora in preserving their cultural
universe through Indian rites of passages in an alien environment. (Kaur
2002:200-201)

Films like Kuch Kuch Hota Hai reveal a dichotomous process of earning
wealth and revelling in the joys of that wealth in a foreign country yet maintaining the
essence of Indian traditionalism. The characters are more ‘Indian’ than Indians
themselves and are rarely shown to be in contact with foreign characters; this is done
by allowing main characters to only be associated with Indian characters. Poo in
Kabhi Khushi is shown as a mini-skirt donning fashionable modern girl, yet all her
friends are Indian and she talks to them in Hindi. In Dostana, Priyanka Chopra is a
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Miami resident, her roommates are Indian, her previous boss is Indian, her new boss
whom she falls in love with is Indian and her landlady, who is also her aunt, happens
to be Indian. This coincidental characterization allows everyone to talk in Hindi,
partake in Indian cultural and religious festivities and even fall in love with only
Indians. As in the case of Dostana, Dilwale Dulhania Le Jayenge.. and Kabhi Khushi
Kabhi Gham characters assert their Indianess by not just speaking in Hindi with their
family and friends in countries where the main language of use is English but also
doing so in places of work, shops and public transport. This ‘idealized scenario’ is
created to reduce contact with characters that may not speak the same language
(Hindi) and share the same culture and traditions. Such films also confirm to the local
Indian audiences the validity of their language and culture as well as create a new
focus for aspiration internationally. The iconography of the idealized Indian allows
‘restorative nostalgia’ where despite displacement characters are able to maintain their
‘Indianess’. The image construct of the idealized Indian includes the modern
articulation of Indianess within these narrative frameworks; the characters are staunch
followers of Hinduism and also happen to be wealthy individuals and openly
materialistic.

Most characters in Bollywood films in general are Hindu, with north Indian
Hindi surnames like Malhotra and Mathur. Films may include Punjabi weddings,
praying to Hindu Gods and bhajans (religious songs). The Muslim social film
(dramatic films featuring Muslim main characters, often costume dramas) and the
occasional Christian main characters like in the movies Umrao Jaan (Dir: Muzaffar
Ali 1981), Pakeezah (Dir: Kamal Amrohi 1972), Amar Akbar Anthony (Dir:
Manmohan Desai 1977) and Julie (Dir: K. S. Sethumadhavan 1975), diminished

129

significantly with minorities reduced to caricatures or stereotypes, as in the case of
Mrs Breganza and Mr. Almeida in Kuch Kuch Hota Hai. Mr. Almeida serves as a
comic relief in the film with his fascination with British icons like the Queen; while
Mrs. Breganza serves as a Westernized older unmarried sexpot. Coincidentally both
characters in the film have a Portuguese Christian surname, thus relating
Westernization with Christianity. Having comic minority characters and central Hindu
characters in a way affirms the centrality/domination of Hindu identity and bolsters
NRI confidence amongst Westerners and Christians. Conversely, the NRI and PIO
faces the challenge of asserting foreign, yet ethnically local, loyalties while sharing in
a global lifestyle. The Bollywood NRI film asserts ‘idealized’ Indianess, Hindu main
characters who are wealthy and living a jet-setting lifestyle. Thus, religion is another
characteristic where Indians in the Bollywood NRI film can disassociate themselves
from foreign characters.

4.2 Living together vs. living apart: Integration vs. disassociation
Films from diasporic filmmakers like Bend it like Beckham depict the NRI as
‘straddlers’ of two worlds. The portrayals of the NRI are altered by the idealized
scenario to fit into the Bollywood narrative strategy (as opposed to the diasporic filmmaking strategy of showing ‘straddlers’). The issue assumes a moral ‘black and
whiteness’ within a Bollywood narrative context; the Indian influenced by the West as
the villain (for example Rajiv from Pardes who is shown as sexually immoral due to
his Western influence) and the Indian living in a Western country but speaking, acting
and being Indian. These motifs posit the quintessence of an Indian’s existence
beyond the geographical reality and into a space of ‘moral existence’ and sharing of
common values within the film narrative framework. Creating characters without

130

identity conflicts allows local Indian viewers (as well as NRI characters wanting to
experience restorative nostalgia) to identify with NRI characters in the same way they
would with local Indian characters and NRIs . The NRIs in Bollywood films are like
local Indians but transported to a different geographical locations and the films
studied do not attempt to make an effort to explain why the characters seem to be not
affected by their environment (no accents, not speaking in English, wearing
traditional Indian clothing). This is especially intriguing when second and third
generation Indians behave without external cultural influence. Characters still possess
inherent Indian attitudes, like respect and obedience of parents, and avoiding sex
before marriage. Bollywood NRI films focused on sexual misdemeanor as in the case
of the film Pardes or mistreatment of parents, as in the case of Aa Ab Laut Chalein
(Let us go back home Dir: Rishi Kapoor 1998) but rarely about materialistic intentions
that seem to be idealized, especially in films like Kuch Kuch Hota Hai and Kabhi
Khushi Kabhi Gham. Derné and Jamdwin say that “while heroes increasingly embrace
f

ashions that are associated with Western lifestyles, filmmakers continue to contrast

heroes’ controlled sexuality and willingness to check their own feelings to meet
family obligations with the womanizing and selfishness of Westernised villains” (in
Ghadially 2007:49).

In Kabhi Khushi Kabhi Gham, the characters that migrate to the United
Kingdom disassociate themselves from the white British residents, primarily because
their perception of ‘otherness’ is transferred to the non-Indians and the perception of
‘inclusion’ is with other displaced Indians including the PIOs. Anjali is openly
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sarcastic about her neighbour and makes fun of her accent and her behavioural
patterns that are distinctly British, despite the seemingly cordial behaviour of the
neighbour towards Anjali. Anjali continues to associate with Indian (Hindu) rituals
and prayers and attempts to involve the whole family in these ‘Indian’ rituals. An
attempt to depict Poo, Anjali’s sister as a Westernized, modern and stylish woman
influenced by British pop culture and references remains a superficial depiction of
Western identity association. Her persona is ostensibly Westernized, but through
association with only Indians, she dissociates from the Western residents. Poo’s best
friends are Indian, the boy who attempts to woo her is Indian and her eventual partner
ends up being a traditional chaste Indian boy. As in the case of Kuch Kuch Hota Hai,
Poo’s transformation from the Western sexpot to the traditional sari/salwar-clad
Indian woman takes place in a number of sequences, especially when she starts to
refer to herself as Pooja and not by her Western proxy name, Poo. Poo’s comical
anglicized Hindi accent is dramatically altered to sound more Indian with the entrance
of Rohan in her life, her prospective love match, who serves to tame the
Westernization of Poo and transform her to a more socially acceptable and traditional
Pooja. This transformation assures the audience of Pooja’s Indian identity despite the
initial phase of superficial and ostensible Westernization. Also, this transformation
forms a ‘reflective nostalgia’ iconography wherein a character remembers her roots
and begins to look and act like other Indians despite living in a foreign country.

The family and other characters in the film share a dichotomous relationship
with the Western world. Western materialism is acceptable and depicted as a positive
value but Western association is negatively depicted or not depicted at all unless in a
non-reciprocal way, as is the case with Anjali’s neighbour. This asymmetry is
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showcased in a scene where Anjali’s son teaches the other students in his class the
Indian national anthem, resulting in the mother’s appreciation of her son’s idealization
of his Indian roots and identity.

The position of the diaspora within a new social environment exists without a
sense of otherness within a Bollywood context because the ‘others’ in the films are
the non-Indians, while the Indians assume a traditional position and space within a
new geographical setting. In other words Indians in the Bollywood NRI films are not
treated as foreigners in a land with local people but rather as Indians in a foreign land.
The film itself creates a sense of community through awareness of audiences sharing
the same experience. In Kal Ho Na Ho the characters are either second generation or
have been living in America for a long period of time yet show no hints of influence
of the American culture. The main language the characters use in their day-to-day
lives is Hindi, their association and relationships are with Indians and they have
limited, and in the case of some characters, no contact with non-Indians. Kal Ho Na
Ho shows the NRI/PIO experience is in an idealized spatiality where the Indian
remains an Indian in spite of displacement. However, in Kal Ho Na Ho the characters
are ‘progressive’ within a Bollywood narrative structure, experiencing less pressure
from parental authority and enjoying increased independence in decision making,
especially with the female protagonist, Naina. Naina’s mother, Jennifer, clad in jeans,
counters the traditionally sari-clad submissive mothers popular in the Bollywood
narrative format. Even so, Naina is a disappointment to her large Punjabi family for
the standard reason: she is not married and has no immediate intention to be. In Kabhi
Khushi Kabhi Gham, even though the main character in is a well-to-do NRI, he must
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try to appease his father as much as possible and his acceptance of a lower-class girl
as his wife leads to his father disowning him.

The NRI Bollywood films were the first steps towards Bollywood attempting
to cross national boundaries with Indian film products and the resultant success of the
movies spurred on the release of what are now referred to as crossover films. The
Bollywood film narrative (including the Bollycat and the Bollywood NRI film) has
well defined formats and audiences. Focusing on the Bollycat and Bollywood NRI
films has allowed us to see more clearly some of the difference between these two
transnational modes and the crossover film, where the indigenous narrative format is
altered to create a hybridized narrative that has been more successful in gaining an
audience in Western countries.

4.3 The term crossover and its usage
I will begin this section by reviewing the views of film critics, filmmakers and
scholars to try to understand what is a crossover film and the expectations,
perceptions and predictions of such a phenomenon. The analysis of these sources will
help establish the industry paradigm for what constitutes a crossover film. I will then
analyze the way the film Crouching Tiger Hidden Dragon is used as a parameter to
judge the success of Indian films attempting to break the Western film market.
Finally I will look at the Western and local Indian influences on the crossover film.

Indian scholars like Jigna Desai, Raminder Kaur and Ajay J. Sinha, use
‘transnational’ to describe movies that cross over to the Western market. Crossover is
however, a popular Indian term, often used by the mainstream media to varyingly
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describe the transnational Indian film. However, recently the term has also been used
by scholars such as Rajadhyaksha and Athique, showing that the term is gaining
credence even in the scholarly word. The word crossover is not usually applied to the
transnational films of China, Italy or France that have been internationally successful.
In its very essence the Indian crossover film is a transnational film product but the
challenge of assigning these crossover films a national identity is increased due to the
international nature of these films: many crossover films are co-productions or films
that follow a narrative quite distinct from the indigenous national framework of India.
Thus the term itself assumes multiple connotations when assigned to these films.

Jigna Desai believes that due to an Oscar nomination for Lagaan and the
showcasing of Devdas at the Cannes film festival “expectations are high for the
crossover appeal of Bollywood cinema into Western theatres for white Western
audiences” (2004:41). Desai’s definition of crossing over is also the one most
commonly used in the Indian media: the crossing over to Western, specifically white
Western audiences. This racial distinction is not as much one to exclude other races
from Western countries viewing Bollywood films, but to distinguish between
crossover and NRI audiences. Films viewed by Western whites (the predominant
ethnic majority in the Western countries studied) would mean that Bollywood films
have crossed over not only national boundaries but also ethnic boundaries.
On the other hand, Jenny Sharpe argues that crossover is not just a film
watched beyond its ethnic audience but also includes Bollywood films watched by the
diaspora as films that ‘cross over’. According to Sharpe,
Bollywood's crossover success can be attributed to the increased
availability of Indian films on DVD, cable TV, and in theaters catering
to South Asians living in the diaspora. But it is also an indication of

135

how Indian films are becoming more global in appearance. Glossy,
high budget films shot on location in Europe and the United States and
influenced by the slick cinematography of commercials are far
removed from the feudal village drama of the 1950s and 1960s
belonging to the golden age of Indian cinema. (2005:60)

Adoption of the term gained considerable momentum after the release of the
films Monsoon Wedding and Bend It Like Beckham, that gained mainstream success
among Western as well as Indian audiences. Bride and Prejudice earned $9.2 million
and $6.6 million while Monsoon Wedding earned $14 million and $2.2 million in the
UK and USA respectively (boxofficemojo.com). A survey of the mainstream press and
scholarly articles from USA, UK and India reveal that these movies are often referred
to as crossover films but with varying connotations. The review of Bend it like
Beckham in Screen Online (2003) by Tejinder Jouhal, refers to it as a crossover film
since it crosses over beyond the ethnography of its intended audience. The review
places the film under the umbrella of black British films; Bend it like Beckham makes
multiple crossovers; an ‘Asian’-themed British film making the crossover beyond its
intended audience, an Indian-themed British film making a crossover to an Indian
audience and a Bollywood/Hollywood film making a crossover to American audiences.
Korte and Sternberg believe that Bend it like Beckham along with another Asian-led
film product, East Is East that took 10.3 million pounds in England alone, “helped
establish the crossover potential of Asian led talent and stories.” (Korte and Sternberg
2002:9). Korte and Steinberg say while referring to this phenomenon that it is “an
obvious tendency to open up to black and Asian themes, talents and traditions; black
and Asian themes are now considered as attractive beyond the niche of ‘specialinterest’ films” (Korte and Sternberg 2002:9). The use of the word crossover as a
signifier varies from the way it is signified in East is East and Bend It Like Beckham
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and the term is also used in its earliest form to describe British Indian films watched by
the British mainstream population.

In addition to being a success in Britain and the United States, Bend it like
Beckham experienced mainstream success in India. The dubbing of the film in Hindi
further increased its appeal among local Indian audiences. The use of Punjabi dialogues
that are not subtitled in the original version reveals that the film directly talks to an
audience that is not geographically confined but to ethnic audiences within and beyond
its borders. Interestingly these films do not need Bollycat treatment to reduce cultural
discount but can be viewed by Indian audiences without an alteration to their narrative.
The factors of integration, assimilation, affiliation and segregation play their role
differently with the first generation Indians and older generation immigrants. The
identity of being Punjabi or Indian gives the Bhamra family in Bend it like Beckham an
identity beyond the country they are living in. India here is a non-defined space, where
culture is what defines Indianess and not the space they reside in. Southall in England is
an Indian space where the ‘gora’ is the outsider while the Indians are the insiders. A
geographical location has been created through cultural commonality. The ‘Indians’ in
Bend it like Beckham are more than just ethnically Indian but culturally Indian
following similar customs and patterns of their homeland (following Sikh religious
customs, wearing conservative clothes, getting married within their ethnic minority
etc). The problems facing the PIO are illustrated in the case of Jess, who is straddling
two different worlds: her British home and her Indian cultural background and the
unbending Indian cultural norms. Bend it like Beckham diverts from a Bollywood-esque
depiction of an NRI film where either characters have been depicted as Indians clinging
closely to their Indian culture and longing to come back to their country as in the case
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of Dilwale Dulhania Le Jayenge (The brave will get the bride Dir: Aditya Chopra1995)
or as the NRI that has been Westernized and led to negative behaviour like alcoholism,
mistreatment of parents and sexual misconduct, as in the case of Aa Ab Laut Chalen
(Let’s go back home Dir: Rishi Kapoor 1997) and Pardes (Abroad Dir: Subhash Ghai
1997). Jess, is comfortable living in her surroundings and is never depicted as longing
to return to her roots in India and she is not traditionally Indian, yet is not depicted in a
negative light. The more realistic account of the immigrant experience, especially the
PIO, could result in a connection with the intended audiences, who might face similar
situations of straddling two worlds. The ‘Black British’ film maintains a typically
Britsh narrative but integrated into it are Bollywood music and boisterous marriage
ceremonies that because they maintain the linearity of the script are not exactly pleasure
pauses, but do remind the viewers of Bollywood-styled song and dance ‘interruptions’.

The commercial crossover of Bend it like Beckham from England to India
is due to the common cultural space that the film works with. The otherness of
foreigners is not attributed to the NRI. There seem to be two types of NRIs in
Bollywood films: the one who loses to the liberal and non-traditional Western values or
the other that diligently sticks to every custom and tradition. Bend it like Beckham
shows young Jess straddling both worlds. Jess disobeys her parents and revels in her
tomboyishness during the first parts of the film but she wins the approval of her parents
not for a love match, but for a career in football. Thus Jess confirms Bollywood/ Indian
values. The white man that Jess falls in love with remains a secret from her parents,
even towards the end of the movie; but the father playing cricket with the man at the
end of the movie reveals that Jess is going to attempt to win the approval of her parents
even for this. Although the realist diegesis of most of the film conforms to Western
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generic models, there are ‘pleasure pauses’ built in in the inclusion of Bollywood-style
dance numbers. And even though a ‘national’ Indian. Mr. Bhamra, is a figure of fun, he
is recognisable to Indian audiences as the typical crass new arrival in town/ culture-less
merchant, and is played by popular Bollywood character actor, Anupam Kher.

After the success of Bend it like Beckham and Monsoon Wedding there was a
notable increase in films made by diasporic filmmakers making films for both the
Western and Indian market like Bride and Prejudice, My Bollywood Bride,
Bollywood/Hollywood, Water, The Namesake, The Mistress of Spices, Provoked,
Marigold and so on. Further, there was also an increase in co-productions and the
hybridization of cultural and narrative elements. A look at the crossover films post
Bend it like Beckham shows an upward participation of Indian-resident actors in the
production of films made by diasporic filmmakers. Bride and Prejudice, featured an
increased involvement from Bollywood: Indian actress, Aishwarya Rai along with
actors Anupam Kher, Nadira Babar, Namrata Shirodkar, cinematographer Santosh
Sivan and music director Anu Malik.

Presumably, the commercial success of Bend it like Beckham and Monsoon
Wedding, even though not comparable to the success of Crouching Tiger Hidden
Dragon or other transnational hits like Life is Beautiful (Dir: Roberto Benigni 1997),
would lead one to believe that Indian cinema was finally breaking the glass ceiling and
‘crossing’ over; and by crossing over the perception would be that Indian films were
being viewed by an audience beyond the intended. Interestingly, Bend it like Beckham
or Monsoon Wedding were by made by NRI filmmakers (Both Gurinder Chadha and
Mira Nair are expatriate Indians), and cannot be considered Bollywood or even locally
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(it can be ‘local’ if referring to the UK) produced films. What these movies signify was
that films that were about Indians and maybe even based in India, as is the case of
Monsoon Wedding, could find mainstream critical and commercial success. The
Western audience acceptance of a partly non-conventional narrative and Indians as
main characters can be seen as ‘anticipatory crossover’ films since they signified the
possibility of a future crossover of Indian films. The involvement of local Indian crew
and cast was dramatically higher in Monsoon Wedding than the other two. Further,
Monsoon Wedding had extended song-and-dance sequences during the elaborate
marriage ceremony. In a similar manner to Bend it like Beckham there was an inclusion
of musical sequences and Bollywood music in Monsoon Wedding. However in both
films these sequences were not typically used as pleasure pauses. Instead, the linearity
of the narrative was maintained and there was no attempt to make the characters
lipsynch to the musical sequences. There is a balance of Western narrative style and
Bollywood film narrative to make the text work for the two audiences and this
complicates simple classification of Monsoon Wedding as a diasporic film or a
crossover.

Lagaan was released in 2002 and is also referred to as a crossover film.
The type of crossover Lagaan is, is markedly different from Monsoon Wedding or
Beckham it like Beckham; thus giving another connotation to the word crossover in
the context of Indian or Indian themed films. The New York Times also uses the word
crossover but this time in reference to an indigenous national film product from India:
"(It) is perfectly positioned to be the first crossover Bollywood hit to make it into
mainstream American theatres." (Kehr 2002) Rao agrees and says that "(It) could be
the film that hoists Bollywood from the cult fringes of American pop culture toward a
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wider acceptance by the Western mainstream" (Rao 2002). I shall study in further
detail the type of crossover Lagaan makes later on in this chapter.

4.4 The Crouching Tiger Hidden Dragon paradigm.
The commercial and critical success of Crouching Tiger Hidden Dragon in the
lucrative American market opened up the film market to other transnational Asian
film products like Hero (Dir: Yimou Zhang 2002), House of Flying Daggers (Dir:
Yimou Zhang 2004). Ang Lee's martial arts melodrama was made with a relatively
modest budget of $15 million, it earned more than $200 million worldwide (Klein
2002:18). Crouching Tiger Hidden Dragon made a ‘breakthrough’ within the North
American film market by being one of the first movies to successfully move from art
house cinemas to mainstream multiplexes and in the process achieved the distinction
of being the most commercially successful foreign-language film in U.S. history and
the first Chinese-language film to find a mass American audience (Teo 2000). Booker
prize-winning author, Salman Rushdie noted Crouching Tiger Hidden Dragon was
“being talked about as the breakthrough movie that has taught Americans to accept
subtitled films into the giant cineplexes where the big money is made…And it may
just be that the mass audience is ready, at long last, to enjoy rather more diversity in
its cultural diet.” (2001:A19). This concept of a ‘breakthrough’ or a ‘true’ crossover
film can be explained as a foreign language product earning revenue close to a North
American blockbuster, possibly earning critical acclaim along the way and opening up
the market to future such foreign language film products. Rushdie contrasts auteur
Ang Lee with other crossover directors like Akira Kurosawa, Satyajit Ray, Federico
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Fellini, and Ingmar Bergman – directors who had “pried Hollywood’s fingers off the
cinema’s throat for a few years” (2001:a19).

Other critics have been less approving. Derek Elley from Variety .com refers
to Crouching Tiger, Hidden Dragon as "cleverly packaged chop suey . . . designed
primarily to appeal to a general Western clientele" (2003). Elley observes that the
indigenous narrative has been corrupted by the introduction of Western cinematic
conventions. He refers to Ang Lee as an "international filmmaker who just happens
to have been born and raised in Taiwan”; thus the film can be perceived as a film
‘tailored’ towards a wider global audience, especially the American film market
(Elley 2002). The visual iconography, narrative subtext, localized content are
markedly ethnic but Lee’s film demands a more complex perspective of the marketing
and distribution and the dilution of the indigenous national framework to achieve
narrative accessibility for the Western audiences. Although, Crouching Tiger Hidden
Dragon is an ostensibly Asian film product, Klein believes that such films are
difficult to identify in “singular national-cultural terms” and “muddy the distinction
between Hollywood and ‘foreign’ film” (2004:37). Klein also believes that the martial
arts spectacle was downplayed due to the belief that it would transfer to Western
audiences (37). The number of successful martial arts films after Crouching Tiger
Hidden Dragon (in comparison to films released prior), indicate that the film opened
up the North American and British mass market. The transnational success of this film
is a model which Indian crossover films can emulate.

Indian critics and filmmakers have looked upon this film as a ‘true crossover
film’, something not yet achieved by Indian filmmakers. Former Bollywood director
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Sebastien in The Hindu acknowledges the attempt by Indian filmmakers to make that
one Bollywood film that will “sweep the world”. He believes that a movie needs to be
made to make the best Indian cinema has to offer and do what Crouching Tiger
Hidden Dragon did for Chinese cinema. Shekhar Kapur also says that,
We are yet to see India’s Crouching Tiger Hidden Dragon. The hype is
definitely there, especially after Shilpa Shetty’s Celebrity Big Brother
appearance. Bollywood seems to have become a buzzword in England, but
we need a product to match that hype. Films like The Namesake, which are
Indian but not essentially Bollywood, are the ones that are gradually
making a mark. What we know as Bollywood, with its over-the-top style,
has not come up with a global product. Yet the appetite exists (in Khanna
2007).
Kapur compares Indian films with Crouching Tiger Hidden Dragon and
believes that diasporic crossover films are “gradually” making the crossover but
Bollywood can if it comes up with a “global product”.

The absence of a paradigmatic structural narrative for an Indian crossover and
the inability of these films to achieve the economic success of a transnational film
product like Crouching Tiger Hidden Dragon, makes way for the perception that
there are numerous crossover films but none of which have completely ‘crossed’ over
to the Western film market. ABC news also refers to auteur Vishal Bharadwaj’s next
film as a crossover film (2006). This is because of the presence of top Hollywood
actress Uma Thurman amongst a mainly Bollywood cast and crew but with some
Hollywood technicians. Since the narrative appears to remain primarily indigenous in
form, the crossover label is given to the film’s market ambition. Ideally, Thurman’s
presence works to publicize and gain access to Western audiences. Such a film may
earn less than a diasporic crossover film or even a conventional Bollywood film
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viewed largely by the diaspora, but its mainstream release allows the opening up of a
wider and newer international audience.

Similarly, in the Hindustan Times, the film Americanizing Shelley (Dir:
Lorraine Senna 2007) is referred to as a successful Indo-American crossover film
distributed by major Hollywood studios and is placed in the same league as other
crossover films like Bend It Like Beckham (Dir: Gurinder Chadha 2002), Bride and
Prejudice and Monsoon Wedding. (Bhadra 2007) The assumption that Americanizing
Shelley is a crossover film rests more on distribution by a mainstream Hollywood
distributor, Warner Brothers, rather than the profit margin or the audience/critical
reception. The article does mention the narrative of the film as being a Hollywood one
with Bollywood elements added, similar to what Mehta attempts in
Hollywood/Bollywood. From a diasporic filmmaker’s perspective, Mehta perceives
the crossover as one of a diasporic film crossing over to the mainstream audiences in
America through a mainstream distributor. Thus, the kind of crossover that
Bollywood/Hollywood attains is not just through narrative accessibility but from the
director’s perspective, its release as a mainstream film consequently gives it the
distinction of making a crossover into the mainstream film market and the opening up
of the audiences. A mainstream release of a crossover film allows a wider, less
circumscribed audience to access a film. There seems to be a key shift occurring from
films that accidentally crossed over to films that are touted as crossover films prior to
their release and constructed deliberately to span different audiences.
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Filmmakers of Indian transnational film products as well as the Indian media
continue to compare Bollywood films to Crouching Tiger Hidden Dragon to invite
similar Western popular mass appeal. For example, Eros international, distributors of
the film Eklavya (Dir: Vidhu Vinod Chopra 2007) claim that the film has all the
ingredients to become Bollywood's Crouching Tiger, Hidden Dragon (erosplc.com
2007). Similarly, film journalist Priyanka Khanna believes that Mani Ratnam’s Guru
(2007) “rekindled Indian cinema's hopes of a crossover success like Oscar-winning
director Ang Lee's Crouching Tiger, Hidden Dragon” (2007). Ashutosh Gowarikar’s
Lagaan was positioned as Bollywood’s Crouching Tiger Hidden Dragon by not only
the filmmakers but the Indian and Western media. The review in the Los Angeles
Times Online says that “Lagaan: Once Upon a Time in India is to the Bollywood
musical epic what Ang Lee's Crouching Tiger, Hidden Dragon was to the period
martial arts action adventure: an affectionate homage to a popular genre that raises it
to the level of an art film with fully drawn characters, a serious underlying theme and
a sophisticated style and point of view” (Thomas 2002). Meanwhile the director,
Gowarikar, himself says in an interview to rediff.com that Lagaan could appeal to
people who loved Crouching Tiger Hidden Dragon (2002).

The invocation of Ang Lee’s film can be seen as an attempt to shape the
economic trajectory of Crouching Tiger Hidden Dragon to that of Lagaan; the
invocation of a successful transnational film product is assumed to spur the success of
another. The Bollywood films that invoke Crouching Tiger Hidden Dragon have
however had minimal box office impact even in comparison with some diasporic
crossover films like The Namesake, which leads Maithili Rao to say that Bollywood
filmmakers are delusional to believe that Bollywood films will be accepted by
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Western audiences without alterations to narrative. She says that the “Self-styled
dream merchants of Hindi cinema live in blissful oblivion or ostrich-like selfdelusion: they chase the elusive crossover audience, waiting to be wooed by lilting
song and seductive dance, and won over by heart-warming, if clichéd, homilies on
family values propagated by our ‘glorious tradition’ ” (2007). Her perspective on the
Indian crossover suggests that the prominent aspects of the indigenous national
framework require an overhaul of its conformist nature. Lovren from the National
Geographic believes that there is a progression from “pure escapism to more
sophisticated stories”, and this essentially will solve the issue of the non-universality
of the Bollywood narrative (2004). Specifically, Lovren points out that the reduction
of the pleasure pauses, main elements of narrative escapism in the Bollywood
narrative format, lead to a ‘sophisticated’ film narrative (2004). This narrative and
content overhaul can be observed in many crossover films. Nonetheless, to be
recognised by Indian audiences at home or abroad as a genuinely ‘Indian’ crossover,
and even by Westerners looking for a distinctive kind of transnational film, the
successful crossover must retain some of the ‘indigenous’ characteristics that Gopalan
has identified.

4.5 The Hollywood/Bollywood narrative: Bollywood/Hollywood, Monsoon
Wedding, Bride and Prejudice and their hybridised narrative
Deepa Mehta, director of the film Bollywood/Hollywood (2002) describes her
film as a “celebration of the most desirable aspects of commercial cinema in both
Hollywood and Bollywood. I've taken a very schematic Hollywood plot and imposed
Bollywood on it. So what we have is a film that's as hybridised as me” (in Jha The
Hindu 2003). Mehta is extending the Hollywood/Bollywood narrative beyond the
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Bollycat, that takes a Hollywood plot and imposes Bollywood upon it. It is not clear
which elements are the most desirable from Hollywood and Bollywood films and
from which perspective are they desirable to critics, audiences or filmmakers;
however, it can be assumed that Mehta and other diasporic and Bollywood
filmmakers use certain selective and ‘desirable’ narrative elements of both Hollywood
and Bollywood in their films to achieve a narrative crossover that is acceptable to
Western audiences while not alienating the local and diasporic audiences.

This Hollywood/Bollywood narrative also occurs in diasporic filmmaker
Gurinder Chadha’s Bride and Prejudice (2004), where she marries the narrative
strategies of the Bollywood film and the Hollywood musical to achieve a film
language with the ability to make multiple crossovers (to diasporic, Indian and
Western audiences). Chadha says that her use of Jane Austen as the basic structure of
the narrative was done because she “…needed a good story that everyone was
familiar with so they wouldn't be freaked out by the Indian film language being
foreign!” (Chadha in Russell 2004). Not only does the narrative in Bride and
Prejudice and Bollywood/Hollywood reduce cultural discount, but by having
characters in the film explain Indian traditions and culture, cultural specificity was
also reduced. Geraghty suggests that in Bride and Prejudice, “Bollywood conventions
were referenced but re-organised so that they could work with rather than against
more traditional ways of adapting Pride and Prejudice and there is a clear attempt to
fuse the styles.”(2006: 166). By having a Bollywood film so clearly adapted and
‘tailored’ for Western audiences shows that Nair, Chadha and other diasporic
filmmakers have the ability to define new narrative texts that appeal to cross-cultural
audiences. Rachel Saltz from the New York Times in her review of the film Jodhaa
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Akbar (Dir: Ashutosh Gowarikar 2008) reveals that the film would fail to gain a
crossover audience beyond the South-Asian community unlike Lagaan (Dir:
Ashutosh Gowarikar 2002) due to its “lack of populist appeal” (2008). It is not clear
as to what Saltz means by populist appeal as both films are similar in their narrative
format and content.

Lord David Puttnam, award-winning British producer of Chariots of Fire (Dir:
Hugh Hudson 1981) and The Killing Fields (Dir: Roland Joffe 1984), also refers to
the need for Indian films to possess a film language for a transnational audience.
Take essential features of Bollywood like the use of music, high energy
levels and attitude and hybridize them with global cinema. The real
challenge is to translate the style, the flair and energy of Bollywood into
global idiom….The problem with the current Bollywood is that it's
essentially an escape. Films have to ask the real 21st century questions to
be engaging and relevant, says Puttnam (in Chand Indiaglitz.com 2005).

The views of Chadha, Mehta, Puttnam and Saltz reveal that the creation of a
new narrative is needed for a progression from local audiences to diasporic audiences
to Western audiences.

4.6 Hollywood/Bollywood narrative in Monsoon Wedding, a diasporic
crossover film, and in Black, a Bollywood film
The marriage of Hollywood-Bollywood styles makes Monsoon Wedding a
crossover of narrative styles to audiences who are more accustomed to the
conventional styles of their local film products or conventional narrative paradigms
within the boundaries of their country. The viewlondon.co.uk (2002) review of
Monsoon Wedding by Matthew Turner says that it is “a perfect HollywoodBollywood crossover”. Jigna Desai asks the question whether a film like Monsoon
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Wedding is like a typically Bollywood film (namely Hum Aapke Hain Kaun) or it a
“Hollywood film set in an exotic location with a colourful plot” (2004:214).He says
that the answer is “both and neither”. This suggests that although Monsoon Wedding
is like a Bollywood-Hollywood marriage, at the same time it is a brand new narrative
that is like neither of the films produced by either film industries. (214) Jenny Sharpe
believes that Monsoon Wedding contains elements that appeal to both the Hollywood
and Bollywood audience. When one of the characters in the film reveals to her future
husband (through arranged marriage by their parents) that she had an affair, he is
initially taken aback but then says that “What marriage isn’t a risk? Whether our
parents introduce us or we meet in a club, what difference does it make?” (Monsoon
Wedding 2001). Sharpe believes that this statement is directed at Western audiences
who still unable to grasp the seemingly archaic concept of arranged marriages, while
the incorporation of arranged marriages within the filmic narrative appeals to the
Indian audiences. Cynthia Karena believes that “the reason this film has such
universal appeal is because it looks at issues which we can all relate to. It is more
engaging that these issues are presented in the context of a wedding, which is at once
both a familiar event and at the same time an exotic ritual in another country. The
characters in Monsoon Wedding are ‘just like us’ in their celebration of a wedding.
Connecting with them gives us an insight into the challenges they face, and offers a
fascinating example of how ancient Indian traditions are incorporating western
influences”. (119) Mehta says that “The crossover success of Mira Nair's Monsoon
Wedding (2001), whose characters speak English, Hindi, and Punjabi, lies in the skill
with which the film acquaints a Western audience with the sights and sounds of the
new global India.” (2001:58)
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Reviewing Black for the Times of India, film critic Nikhat Azmi reveals another
connotation of the word crossover,
It’s India’s first authentic crossover film. We’ve been hearing the
word for quite some time now. And we also know that
Bollywood can never make that big leap into global cinema with
films like Kabhi Khushi Kabhie Gham, Devdas and Lagaan. It
has to find a new idiom altogether–one which actually speaks in
the universal language of cinema…. And the good news is that
with Black, we have begun our journey towards
‘internationalising’ Bollywood….

According to Azmi, the narrative format of the film Black makes it an
authentic crossover film because it ‘internationalizes’ the indigenous narrative
framework. In other words, it introduces the invisible editing, linearity of narrative of
Hollywood and reduces the interruptions of musical sequences and censorship. Black
attempts to create a narrative format similar to the format of films by diasporic
filmmakers but in a completely Bollywood narrative (and production) format. Menon
from rediff.com believes that although Black is very close to being an international
product, it cannot completely cross over because of its extreme melodrama. She says
that, “It [Black] is also anchored in extreme melodrama. So even though you respect
the director's trademark unabashed, 'full-bloodied' expression, that is what stops the
film short of becoming an 'international product.'”(Menon 2005)

Thus, if we take into consideration the films Black and Monsoon Wedding
and the opinion of film critics and filmmakers like Shekhar Kapur, Nikhat Kazmi,
Deepa Mehta and Sita Menon, then the key to crossing over is altering and tailoring
the narrative for Western audiences: the hybridised narrative. What balance is needed
is unclear; for Monsoon Wedding it seems just the right balance, while in Black there
seems to be an imbalance.
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Somewhat paradoxically, the general media perception of an alternate
narrative strategy leads to another media-based concern as far as labeling of a film as
crossover is concerned. The tailoring of the indigenous national framework and the
reduction of narrative pleasure pauses within an Indian context may be deemed as
inauthentic and invite opposition among genre purists but conversely seem to invite
wider global absorption. Samant says that she dislikes “all this preaching by the
Western media about what I should appreciate from my own popular culture”
(2005:84). About Bride and Prejudice (Gurinder Chadha, 2004) Samant says that it is
aimed at ignorant white audiences, and they lap it up because
everything Indian is the flavour of the season” (2005:84). She goes on
to say that “we can smell an imposter miles away. A few songs and
dances and a wedding or two combined with inane situations, foreign
locations and eye candy does not a Bollywood film make. Even
involving the best technicians from the Bombay film industry, as Bride
and Prejudice did with composer Anu Mallik and choreographer Farah
Khan, will not make it authentic. Hardcore Bombay cinema has several
ingredients that only those immersed in this form can replicate,
understand and enjoy. It comes from the heart and the audience willingly accepts it as such”. (84)
The problem, as Samant seems to say is that local audiences have been
watching Bollywood films for so many years that ‘pseudo-Bollywood’ films like
Bride and Prejudice, Marigold (and even Slumdog Millionaire but more on that in the
concluding chapter), might never be accepted by audiences.

What are the narrative options for crossover films? What are the narrative types
of crossover films released thus far and in what way does their narrative deviate from
the indigenous narrative to create an ostensible hybrid? I will explore the answers to
these and more questions in the next chapter.
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5.0 Crossing Over: The different types of crossover (and non-crossover) films
In chapter three, we looked at the narrative of the Bollycat film and its unique
narrative format. Against this background, this chapter looks at the crossover films
released from 2001 and 2009, and their narrative features. A narrative typology is
useful in creating benchmarks for successful techniques of crossover films offering a
useful reference point for not only current crossover films but also a means of scoping
future crossover films. In this chapter, I have devised criteria that will help determine
what can be considered as a crossover film. Indian and Western media, critics and
audiences seem to define the crossover film differently and as shown in chapter 4, the
term has evolved to encompass and exclude different types of films. In its most basic
form the crossover film is one that follows the Indian idiom and attempts to appeal to
a global audience. This is, of necessity, a preliminary descriptive model, but it allows
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for critical perspectives on the future of the crossover phenomenon. What this chapter
sets about to do is to categorize and distinguish between the crossover films released.
In the last subsection of this chapter I undertake a case study of the
Hollywood/Bollywood film Bride and Prejudice and attempt to understand how this
film used typical Bollywood pleasure pauses to make it increase appeal for a Western
audience. This chapter uses the theory of pleasure pauses to differentiate the formats
of not only the crossover and Bollywood but also the crossover and Hollywood films.

5.1 The typology
The criteria for choosing the films that can be termed as crossover films are:
wide distribution and consumption of film in Western countries; the media response;
the intent of production; the contribution of Indian actors, technicians, whether a film
was a co-production and a narrative that included both Bollywood and Hollywood
narrative elements.. Wide distribution and consumption of film in Western countries
were also considered important criteria. These are films whose profit margins show
they have not been limited to the NRI. The Bollywood yardstick is Kabhi Alvida Naa
Kehna (2006), which made $2.4 million (ibos network.com 2007); any movie that
made a significant profit above that Bollywood movie threshold in U.S.A and the
U.K. was considered a crossover film. The media response also reveals whether a film
is considered a crossover film or not. The North American media often carry reviews
of films with seemingly more crossover potential. Surveying the critical reports of
mainstream critics from India, North America and the United Kingdom, the more
mainstream Bollywood movies are less frequently reviewed than those that carry
crossover potential. The intent of the production was a further aspect taken into
consideration while categorizing a film as a crossover film. A movie referred to as a
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crossover film by the producers and director have been termed as a crossover film in
this thesis. In this sub-category the film would also have to show that it comes under
other criteria to be considered as a crossover film. For these criteria I have looked at
interviews by directors and producers. The contribution of Indian actors, technicians
and whether a film was a co-production or a solely foreign-produced film were also
taken into consideration. Hollywood/Bollywood narrative - alteration of narrative
strategies to fit into the Hollywood mould was considered an important criterion due
the `tailoring’ of movies for a crossover audience.

Figure 5.1
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Such a survey shows that there is no completely sure definition of the
crossover genre. If we go back to 2001 we can see that a film like Monsoon Wedding
fulfils most of the criteria listed. Since Monsoon Wedding, other films by diasporic
directors like Deepa Mehta’s Water and Heaven on Earth, Mira Nair’s The Namesake
and Jagmohan Mundhra’s Provoked were released with generally positive commercial
and critical outcomes. It seems that Monsoon Wedding opened the doors for diasporic
filmmakers to release their films to a wider Western audience. These films featured
narrative with elements from both Hollywood and Bollywood. Many of these films
featured content that would be deemed too controversial in Bollywood. In fact, a lot
of these films would have been censored (see topic on censorship in chapter 2). These
films surprisingly made quite a box office impact. Other films by diasporic
filmmakers like Bride and Prejudice, Bollywood/Hollywood and Marigold were
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similar to the aforementioned movies as far as including both Hollywood and
Bollywood narrative elements is concerned and seemed engineered towards a wider
Western audience due to this juxtaposition. Their content was more light-hearted than
the provocative content of the films mentioned before but were also commercially
successful.

Similarly, Lagaan, released in the same year as Monsoon Wedding, is often
referred to as a crossover film (as seen in the previous chapter). Lagaan differs from
Monsoon Wedding because it is a mainstream Bollywood film and not a film made by
a diasporic director. It fulfils some criteria but not all. Yet, Lagaan was a watershed
moment for the Bollywood film industry as it wasn’t since Mother India (Dir:
Mehboob Khan 1957) that a Bollywood film was nominated for an Academy Award.
Coincidentally after Mother India it was the diasporic film, Salaam Bombay (1988),
also by Mira Nair, which was nominated. Lagaan made a crossover, to the Western
film market and opened avenues for future Bollywood films gaining minimal but
similar mainstream and critical success. Since Lagaan, other Bollywood films were
hyped by the Indian media as gaining an even wider Western market than Lagaan, but
none of the films sent to the Oscar committee since 2002, including films like Devdas,
Eklavya, Taare Zameen Par, were even shortlisted. However, since Lagaan, Devdas
was premiered at the Cannes film festival, Guru had its premiere in New York and
Jodha Akbar received positive reviews among significant Western newspapers. So,
these Bollywood films became much more prominent to the Western eye but in
comparison to the diasporic films were much less commercially viable apart from the
diasporic audience. In a sense films like Lagaan seem to be more of an accidental
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crossover while films like Bride and Prejudice seem to be strategic crossovers,
specifically targeting a wider, but still niche audience.

At the other end of the spectrum, we have films that fulfil many of the criteria,
specifically the narrative criteria, and yet surprisingly fail to make a commercial
crossover. Multiplex films specifically targeted for the urban audiences have modern
storylines, fewer pleasure pauses, Westernized content, and so on, but fail to capture
the Western market. Distribution and marketing are main factors determining whether
some of these films crossed over. But also of note is that just because these films are
generally more Westernized doesn’t mean that they automatically reduce cultural
discount. In such a scenario, it was important to look at potential crossovers because
the crossover itself is not a defined form and looking at aspects of all these forms, as
indicated earlier, will prove to be a historical reference point for future crossover
films that may have a more defined form. It is for this reason that I dedicate a part of
this chapter to potential crossover films and films that almost crossed over. These
films were studied to assess their potential to cross over rather than to understand how
they crossed over. I first look at such ‘potential’ crossover films and understand the
content and narrative reasons these films fail to transfer culturally. I then go on to
look at the films that made a minimal crossover to a wider Western audience. Finally I
look at the more commercially successful crossover films and study their apparent
reasons of success. It became evident from this study that potential crossover films
and films that almost crossed over were mainly Bollywood films and within the
category of films that do crossover were films that were made by diasporic
filmmakers.
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According to their narrative content and whether they crossed over or not I
labelled films that are potential crossovers as urban Indian films. Films that made a
minor crossover were the indigenous crossover film. Finally, I looked at the diasporic
crossover films that crossed over and divided them into two categories, namely the
provocative crossover film and the Hollywood/Bollywood crossover films

The methodology
For the typology I have used three aspects as a framework to study the
crossover films. The pleasure pause theory will be used to compare, differentiate, and
establish a new paradigm for the crossover film. Secondly in this chapter I am
particularly interested in studying what I shall call the dichotomy of depiction. Some
of the films studied attempt to mix old images (images of poverty, corruption and
archaic customs that have been predominant in past cross-cultural and crossover films
about India) with newer images that show a more modern take on urban Indian life. I
will attempt to establish that some crossover films are filled with conflicting images;
images that defy the expectations of the Western audience hybridised with anticipated
images. There is a depiction of modernity but it is balanced out with traditional ideals
and values. Most of the times these depictions are at odds with each other. These
conflicting images of the new and old ostensibly help showcase what is expected of
India with familiar or generic images of India along with unexpected, newer images.
Thirdly, at the opposite end of the spectrum, I have defined purity of content as
narrative of films that not only maintains the indigenous narrative but also features
traditional Indian costumes, sets and music. Maintaining a level of purity of content
expected by Indian audiences has to be balanced with presenting new image
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constructs that defy the expectations of both the Western and Indian audiences in
order for the crossover to succeed.

5.2 Problem cases: Authentically Indian but not crossover films
The urban Indian crossover film shows India as a fast advancing, modern
country with young hip urban Indians as the main characters. In these movies there is
still the residual presence of the traditional customs, which the characters have to
follow, but the focus is on the character’s pursuit of achievement and their eye is
firmly placed on a global platform rather than just a local one. Attached to such
processes are principle, morality, patriarchal influence and ideological values that
have to be negotiated. Without these cultural icons there would be little to
differentiate the crossover movies from Hollywood fare and they could be lost in the
crowd of similar yet more familiar Hollywood films.

Rachel Dwyer says, "A Hindi film doesn't always make sense to a Western
viewer. If you want to market Hindi cinema to the West, you have to give the West
what it wants to see, and generally that's maharajas or poverty. They don't understand
Indian girls in miniskirts. You can quote a Hindi film - as Ghost World and Moulin
Rouge did - but the whole picture won't work" (Dwyer in Winter 2003). In other
words, Dwyer seems to suggest that Western audiences find stereotypical images to
reduce cultural discount because they are images of India that are easier to
comprehend. On the other hand, miniskirts, here probably used as a motif for modern,
Western and urban India, increase cultural discount due to audiences’ unfamiliarity
with such content known to be typical by national/ethnic ‘homeland’ viewers.
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Films like Dil Chahta Hai and Rock On are urban movies that do not contain
the “maharaja or poverty” motifs. Yet, Taran Adarsh seems to believe that these films
“can [be] proudly showcase[d] to the West” (2008). Adarsh argues that this proud
showcasing can be done because both films show a modern, rich and advanced India
and a narrative that follows a very Western paradigm, except for the song and dance
sequences. Even those look like they have been inspired by music videos featured on
MTV. The Indian films that can be considered as crossover films (see figure 5.1) have
possessed characteristics, characters, storylines that make them different from
standard Hollywood fare, which in turn make them stand out in the crowd of
transnational films attempting to tap the Western market. If we consider Dwyer’s
aforementioned viewpoint then the marketability of films such as Dil Chahta Hai and
Rock On would be harder because images of modern India (like mini-skirted girls) are
less predominant among the media and crossover and cross-cultural film products. 11

Thus, even if the urban crossover film is similar to some Hollywood content,
this itself can be detrimental. Bollywood films like Rock On and Dil Chahta Hai have
characters that look and act like their Hollywood counterparts and thus increase
cultural discount due to the familiarity of such images. The Western audience hasn’t
been exposed to images of ‘Westernized’ India and this can result in cultural discount

11

Alain Touraine (Touraine, 1995:5) has referred to post-industrial society as the
“Programmed society in which the production and mass distribution of cultural commodities
plays the central role that belonged to material commodities in industrial society.” In this type
of society “managerial power consists in predicting and modifying opinions, attitudes and
modes of behaviour . . . it is therefore directly involved in the world of ‘values’ The new
importance of the culture industries replaces traditional forms of social control . . .” (1995:
244). In the world of the “programmed society” (Touraine, 1995:5), images like the ones in
Dil Chahta Hai and Rock on work to modify opinions and attitudes with what Western
audiences have been exposed to in the modern media and “showcase” India to the world.
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not being reduced when a modern, urban film like Dil Chahta Hai is shown because
of the unfamiliarity of the images.

Nonetheless, a drastically Westernised view of India as in Dil Chahta Hai,
shows India and Indians to outsiders in new light. The characters are bedecked in
Prada and Gucci and are world travellers flitting from Sydney to New York. On the
surface, the content is decidedly different from images found in Indian film in the
past. What is signified through these image constructs is that the new elite
transnational class are being used as signifiers in the urban crossover film to
‘showcase’ (as Taran Adarsh says) to the Western world that India possesses the
material wealth and material leisure goods along with cultural capital, family values
and the traditional ethos that distinguish India and Indian film products. It is when the
superficial image constructs overpower the distinctiveness of Indian tradition that
some of these crossover films lose their transnational appeal. It is a challenge for the
crossover film to retain elements of Indian tradition without losing hold of Western
sympathies while at the same time not overdoing the global modernity imagery to the
extent that any appeal of Indian difference is lost.

English language multiplex films, most famous being the ones directed by
Nagesh Kukoonar and Aparna Sen, are films that use Hollywood narrative strategies,
are songless, have great appeal among the multiplex Indian audience and yet do not
cross over because of limited distribution and consumption in Western countries.
Such films possess easy narrative accessibility that could possibly make a crossover
with better distribution patterns. These films fulfil the criteria of narrative shifts and
critical and media reception yet fail to fulfil the other criteria and can be considered as
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problem cases for this study. These problem cases reveal a key finding in the study
that distribution is also an important factor contributing towards the success of the
crossover film. However, the narrative of these crossover films is the main focus of
this thesis which is why I will not focus on the distribution and production aspect of
the crossover film.

Till now there has been no succesful crossover film that depicts the urban,
progressive Western side of India and Indian films. Instead, crossover and crosscultural film products set in India so far are films like Salaam Bombay (Dir: Mira Nair
1988), Water (Dir: Deepa Mehta 2007) and City of Joy (Dir: Roland Joffe 1992),
Slumdog Millionaire that show a regressive, repressed and very poor Indian society. If
we have to look at commercially successful crossover films purely from a textual
perspective it seems that either there have been no Indian films (or films about India)
that only show rich, modern India that have crossed over or that Western audiences do
not want to see such films and instead prefer watching poor and regressive India.

Martine Danan in her article “French cinema in the era of capitalism” refers to
the “postnational” trend of “the downplaying or erasure of cultural references
unknown or damaging to foreign spectators” (Danan 2006:356). Cultural discount is
seemingly reduced in films like Monsoon Wedding and Water (that have had wider
Western releases than most Indian films) that downplay “cultural references” and thus
in turn emphasize references propelled by the media and well known by Western
audiences. Danan says of French films that “even though they are known as French
and retain their French label, their texts bear little mark of ‘Frenchness’ other than
through superficial or stereotypical images.” (2000:356) She further states that “these
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depthless commodified images detached from the complexity of history and from
concrete, situated life can function as `postnational’ spectacles able to appeal to both
international and national audiences (Danan, 1996:78-80; Jameson, 1991:6, 18, 46)”
(Danan 2000:356) While the successful crossover films do contain indigenous
content, they feature images familiar to Western audiences. Thus, Danan suggests that
either cultural discount is reduced by images that can be/need to be unrelated or
unbounded by nationality and consequentially have transnational appeal or by images
that audiences are well aware of.

If one takes the example of Monsoon Wedding, which was a transnational
success, it is observable that new content works only if it is made palatable by the
juxtaposition of known image constructs. Even though Monsoon Wedding featured
main characters that were upper middle class and modern, it had distinctly Indian
cultural icons like a bright traditional Punjabi wedding, Bollywood music and minor
characters that were from the lower class. The climax of the movie depicted the
expensive Punjabi wedding of the main characters attended by dozens of relatives
inter-cut with the wedding of the servant and the wedding planner showing the
distinctness of the class system in India confirming Western expectation of poverty as
well as ‘princely’ wealth.

Monsoon Wedding employs the dichotomy of depiction in which new images
are mixed with old familiar ones. Monsoon Wedding has the main character having an
affair with her boss a few days before her arranged marriage. The sequence of these
images reveals a tension between Indian culture and tradition on one hand and
modernity and independence from patriarchal authority on the other hand. The
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daughter dutifully accepts an arranged marriage, yet fulfils her sexual desire by
carrying out an affair with her married boss.

A similar contrast occurs in that the relatives are an important part of the
marriage ceremony and the climax concludes with numerous relatives and friends
coming together; but the uncle is thrown out of the wedding due to his sexual abuse of
the young girl at the marriage ceremony. Further, the expensive and colourful
wedding ceremony attended by dozens of relatives has a familiar display of colour
and dance but is followed by images of the quiet, unattended marriage of the lower
class wedding planner Dubey with the house servant Alice. This giving the film a
marked shock value because lower-class weddings are rarely shown in modern Indian
films. The movie shows the wealth of the main characters, the NRI.hero, modern-day
sexuality and balances it out with the images and sounds of sequins, saris and
Bollywood music.

5.3 The indigenous crossover Film: Almost crossover but not quite
Leading Bollywood actress Aishwarya Rai states, “We like the song and
dance, emotional drama and duration of our films, and our audiences embrace it; the
global audience will adapt to Bollywood as it is.” (in Sinanan 2007) The indigenous
crossover film is the type of film that not only follows the indigenous narrative
framework but also includes within its content various religious or traditional rituals.
The indigenous crossover film makes a crossover without any changes to the
indigenous national framework (in other words a film made for local Indian
audiences) that coincidentally can also appeal to a wider (Western) audience. This
film differs from the urban crossover film in the sense that not only are such films
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indigenous in their narrative strategy but also infuse the narrative and iconography
with traditional values and culture (this is done with the help of elaborate costumes,
classical music and extravagant sets). The indigenous crossover film maintains the
purity of content; there is very little conflict as far as content is concerned, the
costumes and sets are very Indian, the music is classical or folk based, the acting is
melodramatic and the narrative is laced with pleasure pauses. These films tend to be
lavish, big-budget productions and are usually set in the past. One of the reasons that
these movies are set in the past would be to exemplify the culture and distinctness of
Indian culture through song, dance, costumes and extravagant sets. Although the
current narrative shifts in Indian cinema have resulted in the upward social mobility
of Indian film characters and the urbanization of the content of many Indian movies,
big-budget historical or extravagant epic productions are endorsed by big Indian stars
like Aamir Khan 12. This endorsement in turn results in a wider cross-section of
audience viewing these types of films (as was the case with Lagaan). Dwyer says that,
"The dream of the crossover is yet to happen, but it will, with the right film and the
right marketing campaign," Dwyer continues. "Most likely it would be a historical
epic." (in Winter 2003:11) The possible reason Dwyer believes that the breakthrough
crossover film will be a historical epic is because that is the type that can effectively
showcase Indian costumes, dance, music and cultural traditions of the past. While the
Western audience is seemingly programmed to appreciate slum voyeurism, the exotic
quality of the indigenous crossover film also reemphasizes prior Indian stereotypes of
Maharajas and snake charmers.

12

Aamir Khan is the star of the film Lagaan and also acted in the highest grossing Bollywood film of
all time, Ghajini (2008) (boxofficemojo.com).
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This exemplification of Indian culture is a key point when we look at the
partiality of the industry towards such culture-showcasing films by the committee
choosing India’s nominee for the Oscars. Lagaan (2002), and Paheli (2006), Eklavya
(2007) that closely followed the indigenous national framework were chosen by the
Film Federation of India to be India’s entry for the Foreign Language Film award at
the Academy Awards. These films were chosen over Monsoon Wedding (2002), Black
(2006) and Dharm (2007); that were critical successes but were also films that had
minimal pleasure pauses and more Westernized and provocative content. While
Lagaan and Monsoon Wedding were shortlisted as India’s Oscar nominee for the
Foreign language film category in 2002, Lagaan was chosen because it was ‘more’
Indian. The Film Federation’s chairperson, actress and producer Sushma Shiromanee,
declared that Lagaan is “a film that reflects Indian values and culture. This is our best
bet. There was no controversy and every member voted for Lagaan.” (rediff 2002)
Another panelist, Vikas Mohan, also a producer, as well as editor of the trade
magazine Super Cinema, said that “Every single panelist voted for Lagaan as they felt
this was a truly Indian film. We chose Lagaan because it was a complete Indian film .
. . .” (rediff 2002) Bhaskaran believes that Monsoon Wedding was more deserving of
the nomination. He says “was not Mira Nair's Monsoon Wedding much better than
Lagaan? Nair's work had even bagged the top Golden Lion at Venice: but for the
Federation, with a medieval mindset, such wins make no sense” (rediff 2002).

Similarly, in 2006 Indian newspapers, the Times of India, Indian Express,
Hindustan Times, leading film portals like rediff.com touted Indian film Black
(studied in chapter 3) as a definite contender for India’s nomination at the Academy
Awards. The film that ended up being chosen to represent India at the Oscar’s was
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Paheli, a critical and commercial flop according to Jha (2006). Vinod Pandey, the
acting chairman of the Film Federation of India, said that the reason Paheli was
chosen over Black was because, “It is deeply steeped in the Indian ethos and true to
the Indian concept of fine arts, costumes and art designing. The performances were
also outstanding” (in Jha 2006). Pande mentions the film’s depiction of Indian ethos
but fails to mention the storyline, content and directorial style. As we have seen in
chapter 3, Black features Anglo-Indian Christian characters and is set in an anglicized
fictitious setting. Paheli, on the other hand, is based on Indian folklore and features
traditional costume and dance. The choice of the more ‘traditional’ Indian film as an
Oscar nominee was not a one-off coincidence but also occurred in 2007 when the bigbudget Bollywood film Eklavya was chosen as India’s nominee over the songless
small-budget Dharm. Jury member Sudhir Mishra defended the choice of Eklavya by
saying that “I feel it’s a very Indian work” (Hindustan Times 2007). These cases
where films depicting Indian ‘ethos’ and having an indigenous narrative framework
being chosen over films with reduced pleasure pauses reveals industrial
discrimination (by the Film Federation of India) where there is a preference of certain
films over others.

The Indian media attention over which film gets chosen to represent India
could possibly stem from the fact that not only are the Academy awards well
marketed but after Lagaan was nominated for Best Foreign Language film at the
Academy Awards it was released in a few mainstream cinemas in North America. The
industrial and media debate over India’s 2007 entry for the Oscars shows the impact
Lagaan’s nomination at the 2003 Academy Awards has had in this process of
indigenous films attempting to cross over; Western critical approval via the Oscars
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seems to be an important issue (as shall be seen more clearly in the concluding
chapter).

Garwood suggests that Bollywood films need to be and have been tailored for
Western audiences. He says that films that closely follow the national framework like
Lagaan, Devdas and Ashoka can be tailored after production to fit into mainstream
conventions of Western filmmaking; this is done mainly through the excision or
reduction of the song sequences resulting in heightened accessibility and shorter
movie lengths (Garwood 2006:173). Asoka and Devdas were released in updated
abridged versions to appeal to an international audience (Garwood 2006:173).
However Garwood believes that if a Bollywood film is songless from its inception, it
can capture “a more general international audience, without the necessity of tailoring
the product for each market”.(2006:173) The indigenous crossover film usually
maintains a distinct mise-en-scène that is as different as possible from Hollywood, but
adapts a few narrative changes for audience cognition. This depiction of an ostensible
hypereality is an obvious distancing device that can work positively due to its
acceptance of the opera-like or Sanskrit theatre qualities. Mishra believes that films
like Lagaan and Devdas might be “the prelude to a more lucrative BollywoodHollywood exchange.” (in Winter 2003:11)

Devdas is an obvious example of an indigenous crossover film. The film had a
lavish premiere at the Cannes film festival and maintains its indigenous narrative
identity with extreme melodramatic acting, high comedy and over-the-top tragedy.
The operatic hyper reality of films like Devdas can be likened to the lavish yet
idiosyncratic fantasy world of such transnational films like Curse of the Golden
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Flower, Crouching Tiger Hidden Dragon, Hero and even Moulin Rouge where the
world depicted in these movies is as far away from Hollywood as possible. Devdas
director, Sanjay Leela Bhansali, followed up the movie with two films that showcased
similarly hyper-real and lavishly simulated locations in Black and Saawariya.

Devdas alludes to Shakespeare’s Romeo and Juliet, giving Western audiences
a reference point. Like Lagaan, Devdas maintains consistent narrative flow during the
song and dance sequences. The cultural specificity of images in films like Devdas and
Lagaan may result in stereotypical images being re-established and remaining
unchallenged but the success of such movies could lead to the acceptance of the
paradigm of Indian cinema and this could lead to ‘purer’ Indian films adhering to the
indigenous national framework finding a wider Western audience. This is a factor
when we look at the partiality of the Film Federation of India to promote the
indigenous crossover film as the torchbearer of Indian cinema rather than films that
divert from traditional Indian content and narrative.

5.4 Case study of Lagaan
As Julia Thomas (2001: 1) states in her introduction to Reading Images, “we
live in a visualised world, a world in which we are bombarded everyday and
everywhere with images that appear transglobal, capable of crossing geographic and
racial divides.” Films like Lagaan and Devdas adhere closely to the indigenous
national framework. Lagaan is critically appreciated by the Western media and award
ceremonies, and commercially accepted beyond its ethnic boundaries. Lagaan
typefies the exportation of indigenous film products in their pure form and would
ideally be the kind of ‘authentic’ transnational films products of Indian filmmakers.
The increased mainstream critical reception of Bollywood movies, thanks to the
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critical and commercial success of Lagaan could result in increased publicity and
endorsement by neophyte viewers. Noted critics like Ebert from Chicago Sun-Times,
Owen Gleiberman from Entertainment Weekly and Derek Elley from Variety
magazine reviewed Lagaan have said:

Lagaan is an enormously entertaining movie, like nothing we've ever seen
before, and yet completely familiar. Set in India in 1893, it combines sports
with political intrigue, romance with evil scheming, musical numbers with low
comedy and high drama, and is therefore soundly in the tradition of the
entertainments produced by the Bombay film industry, "Bollywood," which is
the world's largest. Watching the film, we feel familiarity with the characters
and the show-down, but the setting and the production style is fresh and
exciting…Leaving the film, I did not feel unsatisfied or vaguely shortchanged, as after many Hollywood films, but satisfied: I had seen a movie.
(Ebert 2002)

Set in 1893, in a rural Indian village that's under the thumb of British
occupation, it's essentially a corny, inspirational let's-win-the-big-game sports
movie – ''Major League'' remade into a three-hour-and-45-minute class-war
operetta about a cricket match…. Lagaan may be fluff on a grand scale, but
it's been made with an innocent yet fervid conviction that our Hollywood has
all but lost. (Gleiberman 2002)
The ‘song of willow on leather’ -- as Woody Allen famously described the
game of cricket -- receives resplendent tribute in "Lagaan: Once Upon a Time
in India," a widescreen, Bollywood costumer in which the economic fate of a
bunch of villagers hangs on a game vs. some snooty British soldiers. Released
worldwide in mid-June by Sony Entertainment TV (SET), which has recently
got into theatrical distribution of Hindi movies, pic has proved one of the
biggest successes of the year locally as well as carving strong niche business
in the U.K. and U.S., where it's taken a combined $1.4 million in its first
month. Neither pure masala musical nor pure masala meller, "Lagaan" is an
involving, easily digestible hunk of pure entertainment that could be the
trigger for Bollywood's long-awaited crossover to non-ethnic markets. (Elley
2002)

Lagaan conforms to Gopalan’s recipe for Indian cinematic narrative in that it
has a running time of over three and a half hours, has a number of song and dance
sequences including a dream sequence, has an interval, has multiple sub-plots and
digressions and does not depict any overt sexuality between any of the characters.
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Contrary to Indian filmmakers starting to tailor movies to appease a Western
audience, the diligent adherence to the national framework seemed to hold crossover
appeal. It provided an important stepping stone for Bollywood movies, wherein a
movie made by Indians for Indians was being appreciated and provided with
accolades outside of its intended audience. The success of Lagaan in gaining a
relatively wider audience than the norm for a mainstream Bollywood film means that
it creates a situation which is ideal: Western audiences appreciating Indian movies
without the need to significantly dilute the narrative and content.

Lagaan may have been very Bollywood in almost every way but as the critics
have pointed out, it does bring certain accessibility to its Bollywood ‘excesses’. The
songs generally maintain a time-space unity (except during a dream sequence), the
movie features a few British characters speaking in English and it similar to the
Hollywood genre of sporting movies. 13 The time-space unity and non adherence to
the rules of invisible editing in Bollywood films is an important aspect of disconnect
(and cultural discount) for the Western audiences and Lagaan includes the song and
dance sequence but coincidentally resembles Hollywood musical dramas.

Most of the songs maintain the natural progression of characters breaking out
into song (as seen in Hollywood musical dramas in chapter 2), rather than moving to
diverse locations and costumes while singing the same song. Further, the songs in
Lagaan drive the narrative forward, ‘Ghanana Ghanan’ (The rain song) in the movie
depicts the joy of the impending rain clouds and the subsequent disappointment after
they pass over the village, ‘Radha Kaise Na Jale’ (How can Radha not burn) shows
13

the genre of sporting movies is quite popular in North America but the sport of cricket itself is almost
unknown in the US except among the NRI and PIO population
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the white woman dressed in Indian clothing learning about Indian folk dance and
Hindu mythology from the lead Indian characters. ‘O Rey Chori’ (Hey damsel) is a
dream sequence where the British female lead discovers her love for the villager
Bhuvan, ‘Chale Chalo’ (Let us go) is a rousing song where the villagers are preparing
to defeat their colonizers in a game of cricket. Lastly in ‘O Palanhare’ (O Lord) the
villagers sing to the Gods to help them win the cricket match. Thus, the songs
advance rather than interrupt the narrative. The apparent ‘invisible’ editing of the
song sequences rather than the use of them as pleasure pauses result in conventions
that have been learned by Western audiences through the Hollywood musicals.
Characters travelling to multiple countries and having multiple costume changes
within the span of a song are conventions unfamiliar to Western audience. Even the
dream sequence in Lagaan, attempts to maintain a certain degree of realism and
invisible editing, whilst driving the narrative forward.

The iconography of ‘Radha Kaise Na Jale’ is tinged with the religious shades
of saffron and features the lead characters Bhuvan and Gauri emulating the Hindu
mythological characters of Krishna and Radha; while the British girl looks on in
obvious yearning to be Bhuvan’s Radha. The song shows the immaculately white-clad
Elizabeth, yearning to be part of the Indian ethos but the mise-en-scene with the
brightly adorned Indian lead actors reveals that she shall only sit in the sidelines
dressed in her pallid outfit and never partake in village festivities or Bhuvan’s love.
Elizabeth’s partaking in the religious festivities (as an onlooker) is similar to the role
of the Western audiences who look on in yearning as the local Indians enjoy and
celebrate their colourful festivities. The dream sequence ‘O Rey Chori’ is required for
the traditional reason: depiction of sexuality without it being featured as a part of the

172

non-musical narrative. Gauri is dressed chastely in her full length ‘ghagras’ and
‘dupattas’ in the rest of the movie but reveals her mid-riff and cleavage while lying in
the hay with Bhuvan. Elizabeth, on the other hand, is featured in a dream sequence
part of the song where she is being chased by Bhuvan while clad in conservative
Indian attire. During this song sequence there is an exchange of perceived roles of
Indian and British women where the Indian woman is sexualized while the British
woman is shown as conservative and chaste. The dream sequence allows the portrayal
of such role reversal and also the depiction of censorship approved sexuality. By
having Elizabeth finally partake in Indian dressing and dance (albeit in a dream
sequence) the film allows the Western audiences to also partake in the same
enjoyment of watching a Bollywod film as Indian audiences. The outsider becomes
the insider in this song.

Another factor for Lagaan’s success both in India and abroad is the
universality of its theme. The concept of very different people coming together and
the underdog triumphing is something that is a familiar convention in different
cultural systems. Aamir Khan, the lead actor and producer of the film says, “It’s a
story about the triumph of the human spirit and about the underdog achieving the
impossible. That you can put into any society or any timeframe” (The Guardian
2002). The appeal for such movies is that despite certain factors providing
accessibility to viewers with different learned conventions, a movie like Lagaan or
Devdas is still a new experience. This possibly occurs only if the level of accessibility
is not hindered by the Bollywood ‘excesses’ (songs shot in Switzerland, item songs
and so on). Probably, that is why films like Lagaan and Devdas have found a larger
Western audience than most Bollywood films because of their exotica but with a
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certain accessibility and reduction of cultural discount (intentionally or
unintentionally) for the Western audiences.

In the indigenous crossover film pleasure pauses that cross over to Western
audiences are largely unintentional because they are films in a narrative format that
appeal to local audiences. This differs from the pleasure pauses in films like
Bollywood/Hollywood and Bride and Prejudice where the directors openly admit to
intentionally reducing cultural specificity for accessibility to Western audiences. The
obvious affiliations and inspiration from early Sanskrit theatre means that one accepts
that what is depicted is an altered reality but there is still a level of empathy and
identification for the characters. The generic foundation to the indigenous crossover
that accounts for its appeal is what identifies other transnational success like
Crouching Tiger Hidden Dragon, City of God (Dir: Fernando Meirelles 2002), Amelie
(Dir: Jean-Pierre Jeunet 2001), Hero and A Touch of Spice (Dir:Tassos Boulmetis
2003). However, it should be noted that although these Bollywood films have gained
a small Western audience, they have made a minimal commercial impact if we have
to compare these films with the crossover films of diasporic filmmakers.

5.5 The Diasporic crossover films

Next I will look at crossover films made by diasporic filmmakers and the type
of crossover they make. The indigenous crossover films seem to have the potential of
crossing over mainly due to critical success at the Academy Awards or Cannes film
festival and these seem to be the main avenues of hype for Bollywood films. Yet,
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diasporic films, as we shall see next, have an international market that allows for
extension to Western audiences.

The provocative crossover film
The ‘provocative’ film is a sort of oppositional cinema in India, belying the
local audience expectations and the local filmmaking conventions. These films are
ones that usually have controversial sexual content or social protests and they often
depict poverty, corruption and religious and cultural oppression. One view of these
crossover films (as we shall see later in this chapter) is that they do not show a
different view of India: images of snake charmers, widows, poverty and temples are
the pre-dominant images exposed in the Western world and these films re-emphasise
those images.

Films like Water (Dir:Deepa Mehta 2006) and Provoked (Dir:Jagmohan
Mundhra 2007) find a relatively smaller audience in India and commercially they
make a profit through this niche local audience and a wider transnational audience. A
key point is that all of the films that fall into the cluster of the provocative crossover
film have been made by an NRI or PIO and some have even been co-productions with
Hollywood, Canada or Britain. Monsoon Wedding was produced by Mirabai films (an
Indian film production company) and Independent Film Channel Films (a British film
production company), Provoked was co-produced by Murali Monahar (an Indian
producer) and Nigel Glynn Davies (a British film producer), Bride and Prejudice was
produced by François Ivernel and Cameron McCracken (British producers).

As seen in the previous subchapter, the crossover film thrives on controversy
and provocative content of film and many transnational products grab the attention of
audiences by highlighting this aspect. A critique of the ‘Maharajas or poverty’
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crossover films like Water and Provoked, is that these films of social protest depict a
regressive Indian culture and are opposed to newer Indian films. Movies like Water,
Provoked, Heaven on Earth are mainly targeted at a Western audiences and make
their way into Indian cinemas after they are released in America and England. This
release strategy of the provocative crossover film points towards the emerging
importance of the Western audiences over Indian audiences. Water, for example was
released in North America first and only released in India a year later.

These films attempt to depict social reality, both through the narrative
techniques diluting song and dance sequences, melodramatic acting and the
perception of an altered reality. They do maintain the distinctiveness of India,
through cultural specificity, but what seems as a deliberate attempt for crossover
appeal they also invoke what would appeal to their audience of concern; in most cases
being the Western audience. The narrative of provocative crossover is similar to that
of art-house films in India: it easily translates into an accepted Western form due to
fewer pleasure pauses; but it incorporates certain populist elements. Art house films
do not follow the indigenous framework of popular Indian film but do not have the
commercial viability or transnational paradigm to become crossover films.

Deepa Mehta’s Fire uses very obvious portrayals of two traditional Indian
women who have had arranged marriages and disrupts these stereotypical images by
showing these same two women indulging in an extra-marital lesbian affair. No
Bollywood films had dared to depict lesbianism prior to this film; the film is
provocative not just due to the same-gender sexual relations but also because it
celebrates the Indian women taking charge of their sexuality and making choices that

176

fulfil their sexual desires. While, in most Bollywood films women may be an object
of desire for the male lead character, they usually never show any display of the need
or desire for sexual gratification. Fire works to depict new content, which shows
women not as sexual objects but women with sexual needs.

The film alludes to and works as a veiled critique of the unbending customs of
religion, tradition and arranged marriage. The two women who indulge in a lesbian
relationship are named after women from religious Hindu mythology, Radha and Sita;
the film carries obvious allusions to these mythological women. Ironically, Sita in
Hindu mythology is an exemplar of womanly virtuousness, yet it is Sita in Fire who is
unrestrained by the shackles and rigidity of religious customs and traditions; she
believes that her duty to bear a child to her husband is ‘overrated’. Radha in Fire, on
the other hand, is a traditional wife who accepts her fate of being stuck in a sexless
marriage. The first time that Radha and Sita make love they are fully clad in their
saris. Radha is wearing a saffron coloured sari, saffron being the Hindu religious
colour, and her removal of the saffron sari while making love is liberation from the
invisible shackles of religion. The first thing Radha does when she enters her new
house is to go to her room and get rid of her traditional clothing; she puts on a pair of
jeans, smokes a cigarette and listens to loud Western music. This scene is not so
much a depiction of Radha as of a Westernized woman, but a woman inhibited by
tradition and wanting to break free by doing things that are contrary to tradition. The
film challenges masculinity, with both husbands unable to sexually satisfy their
wives. Radha’s husband becomes celibate because his Guru (religious teacher) tells
him that sex and sexual feeling are bad.
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Films like Fire, The Namesake, Water, Provoked and Heaven on Earth
deal less with infusing the Hollywood narrative with Bollywood pleasure pauses but
deal more with Indian content and Indians dealing with a different cultural situation
after moving to a different country. The culture shock, attempting to adjust to new
customs, people and even the weather are all part of the narrative and the Bollywood
connection of these films comes from characters either watching Bollywood films or
Bollywood-like songs in the background. Local Indian filmmakers are less likely to
make films as provocative as these. One of the reasons is the obvious censorship
restrictions and cases where films have been censored or banned due to provocative
subject matter (like Water and Black Friday). Another reason for this is because the
local filmmakers are interested in constructing identities that they believe as ideal and
as Adarsh says, a film that can be “showcased” to the rest of the world. These ideal
identities are what are intended as a transnational flow of images that also seemingly
happen to be approved by the local audiences.

The ‘Hollywood/Bollywood’ crossover film
The ‘Hollywood/Bollywood’ crossover film is a movie that attempts to
amalgamate the narrative styles of both Bollywood and Hollywood following the
hybridised narrative that we looked at in the previous chapter. These movies are
usually co-productions, feature Indian and American or British actors and have two
narrative strands running in parallel. This is a deliberate amalgamation of features of
both cinemas in an obvious attempt to form a new type of cinema that has a wider
transnational appeal. The Hollywood/Bollywood films attempt to blend into a
relatively linear narrative Bollywood styled dances, thumping music and swirling
sequins and colours. Monsoon Wedding uses popular Bollywood songs intermixed
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with original Punjabi songs in the movie and even has a Bollywood styled dance-off
towards the end of the movie. So the pleasure of Indian content remains, but there is
less of Gopalan’s interrupting pause. The music is major part of the narrative of the
film but remains in the background. The film uses the Bollywood-styled soundtrack in
the same way a Hollywood film would, placed in the background with characters not
lip synching and the song fading out to the next scene.

In Deepa Mehta’s Hollywood/Bollywood the song ‘Sona sona roop’ (skin of
gold) is a typical Bollywood-styled song sequence at a wedding party but there are no
location changes and costume changes and the background dancers include nonIndians partaking in an Indian (and Bollywood) tradition of song and dance. The title
song of the film features a white female pop singer and is in the mould of the ‘item
song’ except that this item girl is given a small role to explain her presence in the
song. The song ‘Rang rang me’ (in colours) features the main Indian characters along
with a multitude of mostly white synchronized background singers. Towards the end
of the song the dancing is less synchronized and more naturalistic and the song is shot
linearly in relatively mundane locations like a house’s balcony making an
imperceptible transition into the house and then back to the balcony.

Marigold (Dir: Willard Caroll 2006) is a story about a B- grade Hollywood
actress who comes to India and falls in love with a Bollywood star and acts in a
Bollywood movie. The foreigner visiting the Bollywood world allows the film’s
narrative to partake in all the pleasure pauses more as a knowing nod to the cinema.
Most of the song-and-dance sequences are shot as Bollywood songs being shot within
the narrative (and thus being song-and-dance sequences within a movie within a

179

movie) but a couple of song-and-dance sequences do not maintain time and spatial
unity. As Marigold gets to understand Indian traditions such as arranged marriages
and Bollywood narrative customs, so do the audiences, and the film gradually
becomes more Bollywood-styled as a result of this increased accessibility (to both
Marigold and the audiences). The story of an American leaving Hollywood B-grade
films to star in a mainstream Bollywood film is an invitation to audiences of
Hollywood cinema to be immersed and understand a new film narrative. Since the
film is about the Bollywood industry the pleasure pauses are discussed, explained and
used in such a way that new viewers will understand their presence in the sequences
of film within a film as well as in the actual narrative itself. The actress is an
unwilling participant in Indian (and Bollywood) traditions because of her
preconceived notions of what India is like. The character, Rani takes Marigold to the
set of an Indian movie being shot where she sees a colourful Indian song-and dance
sequence. From that point onwards she is taken on a journey of discovery where the
American is ‘shown’ the uniqueness and beauty of Indian cinema (and India), falling
in love with an Indian choreographer-cum-prince.

Distributed by Adlabs Films and Becker Films International, Marigold was
not a commercial success, either in India (it made less than 10 million rupees
according to ibosnetwork.com) or America, and did not get a mainstream release,
despite its attempt to marry the Hollywood Bollywood worlds. Philip French in his
scathing review of the film says that “In the clumsy Marigold, the twain of East and
West meet with the aesthetic grace of the Amritsar massacre. It’s the worst of both
worlds.”( 2007) Jaspreet Pandohar says that “Despite boasting bags of colour, energy
and top Bollywood actor Salman Khan, this cross cultural concoction falls halfway
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between the genres” (2007). John Anderson notes that “…the music is always staged
as part of the movie within the movie -- no one is breaking the fourth wall, which
Bollywood films do with abandon, and as a result Marigold maintains a more
believable temper (to Americans, anyway). If director Carroll had gone one way or
the other with more resolve, Marigold might have been more than the amusing
diversion it is, but anglicizing the world’s most popular movie form is a lot to bite
off”. (2007) Of note among the reviews was that even though Marigold attempts to
reduce cultural discount by having staged music, an American actress and a
“believable temper” the film fails to do justice to the Bollywood genre. Marigold was
directed by Hollywood director Willard Carroll whereas prior examples of successful
crossover films that possessed hybridised narrative have been directed by people of
Indian origin. Possibly being part of two worlds (like the diasporic director) leads to a
better understanding of bringing two worlds together in film. An example of such a
successful marriage is Bride and Prejudice which will be a case study for the next
section of this chapter.

5.6 Case study of the Hollywood/Bollywood crossover film Bride and Prejudice
The most obvious successful crossover film of this genre is Bride and
Prejudice. It is termed as a Bollywood musical by its filmmaker Gurinder Chadha but
it is in a format that is tailored for a Western audience. Chadha, although being a
British filmmaker, prefers to pitch this film as a Hollywood-Bollywood musical rather
than a British-Bollywood musical (the tagline of the film is “Bollywood meets
Hollywood... And it’s a perfect match”). The images are of modern yet traditional
Indians and thus the dichotomy of depiction occurs, wherein the mise-en-scene
consists of both the familiar as well as the unfamiliar to different audiences. In Bride
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and Prejudice, the main character lives with her traditional middle-class family that
owns a farm, yet she is an independent, well read and outspoken woman, who has no
problems wearing a swimsuit (a non-traditional piece of clothing for Indian woman),
or romancing an American man. Another interesting dichotomy of depiction is that
even though she courts Darcy, the romance is chaste: it is never depicted as sexual
and they never kiss on screen. When Darcy tells Lalitha that he is in love with her, she
reveals to her sister that she has received a proposal, the very mention of love leading
Lalitha to believe that she is being proposed to.

There is a depiction of modernity but it has to be balanced out with traditional
ideals and values. For example, Wickham, a young hippie British backpacker is
allowed to stay in a house of four unmarried girls. In spite of mild protests by the
mother, the father gives permission for Wickham to stay. Here too, there is a
dichotomy in the depiction of the characters where patriarchal authority is required for
a guest to stay but that permission is granted for a friend of an unmarried traditional
girl from Jalandhar; but that is the dichotomy that crossover films seemingly face.

Chadha uses American and British characters so as to reduce cultural discount.
Arranged marriages are an alien concept to present-day Western society and Darcy
believes that it is strange that someone would marry a person they don’t really know.
Lalitha retorts that it is more like a global dating service; something akin to modernday creations like online dating, chatrooms and speed dating. In one of his first
encounters with Lalitha, Darcy believes that Indian dancing is easy and is akin to
“patting a dog with one hand and screwing a lightbulb with another”. Several
encounters later Lalitha attempts to teach Darcy the convoluted Garba dance with two
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sticks that is a little more challenging. When Darcy’s mother says that she does not
need to come to India because Americans already have Deepak Chopra, spices and
yoga, Lalitha retorts that people don’t stop going to Italy because a Pizza Hut opens
around the corner. The ‘ignorant’ white person is used to voice stereotypes while
Lalitha is used to break down those stereotypes and provide identification and access
to seemingly archaic Indian customs.

The film uses numerous pleasure pauses within the film’s narrative but
attempts to either acknowledge the irreverence and pop culture of the Bollywood
phenomenon or make the pleasure pauses accessible and palatable from a Western
critical perspective. Major features are as follows:

Song and dance sequences
In Bride and Prejudice, Chadha attempts a multitude of narrative techniques to
appeal to various audience sections with images of both the familiar and unfamiliar.
The first musical number, ‘Marriage has come to town’ is inspired by European
operettas and Broadway musicals. In Bollywood, musical numbers are usually sung
by the two main lead characters while the backing dancers remain in the background.
In this particular musical number, numerous characters including ones that have no
bearing to the story appear in the foreground and have lines to sing, while the lead
actress is not the sole focus of the song. The song uses techniques similar to European
operas where the song sequences are used to further the storyline and explain the
characteristics of various characters. In the song, the characters explain various Indian
traditions like application of henna (a temporary tattoo), marriage customs and so on.
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The song itself contains cultural icons like the Indian hijra (eunuchs), turban-clad
Punjabi dancers, the musical band for an Indian wedding ceremony. These cultural
icons lend credence to the Bollywood musical format that Chadha tries to present
through a European operetta-styled musical number.

The romantic duet, ‘Take me to love’ between the two leads can be described
as using the “aggregate”(Pattullo 2007:73) technique (mentioned in chapter 2) where
there is a defined distinction between the spectacle and the narrative. The song does
not change or affect the narrative of Bride and Prejudice but is essentially a device to
enthral the audience with grandeur and spectacle. To this extent, it conforms to
Gopalan’s interruption model. The song, for example, does not maintain time-space
unity by being shot at various places and various timeframes; nonetheless, it does
attempt to maintain some sort of plausibility. When the romantic leads romance each
other atop the Grand Canyon they arrive in Darcy’s helicopter on a sight-seeing
expedition. A typical Bollywood movie would not have had to explain why the main
characters are atop the Grand Canyon or in Switzerland.

The song ‘No life without wife’ is a reference to one of the most successful
musicals of all time, Grease and the song featured in that movie, ‘I’m Sandra Dee’.
The four girls dressed in their pyjamas, give audiences a point of identification due to
the similarities in costume, music and setting .
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Grease nostalgia in ‘No life without wife’

The scene tempers the indigenous national framework with the narrative
strategy of the Hollywood musical. Even though the song follows time-space unity,
the four sisters’ synchronized dancing is what distances it from the realist narrative of
Hollywood. In Grease the ‘nightie’ clad girls jump around the bed and dance freestyle
but the girls in Bride and Prejudice follow dance steps that make it seem unrealistic.
Due to its noticeable referencing of an iconic song in a famous Hollywood musical,
the song helps with audience identification; more through nostalgia than realism. The
‘nightmare’ at the end of the song starts with a white wedding dress-clad Lalitha
walking up the aisle to marry Wickham who turns into Darcy. She runs out of the
church where he appears and grabs onto her waist where they almost kiss before
Lalitha gets up in a fright.

Chadha attempts to give Western viewers reference points for identification of
the movie. The sequence in the song where Lalitha walks along the road in the
moonlight harks back to a similar scene in My Fair Lady. Thus, the song has little
bearing on the repercussions of the storyline, yet Chadha has provided identification
points for Western viewers by not completely doing away with cause and effect
relation. The gospel choir singing at the beach while the couple caress each other is an
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attempt to acknowledge that the mise-en-scene is an imagined one. Because the song
gently parodies the Bollywood musical it is allowed to revel in its surrealism, even
stretching beyond the parameters of some of the musical numbers in Bollywood. The
love duet in Bollywood allows the main character’s pent up sexual energy to find
some sort of outlet and in Bride and Prejudice this is done by showing some level of
physical intimacy in the love duet. The scene at the beach, the ‘nightmare’ where
Lalitha dreams that she is marrying Darcy and the end of the movie where they hug
are the only times the characters are shown to have any sort of physical intimacy.

Another song in the movie, ‘Balle Balle’, works to bridge the gap between the
Bollywood musical number and the Hollywood format. The song is typically
Bollywood with one of the characters spontaneously breaking out into a Punjabi song
at a wedding party. The dancing is rehearsed and choreographed and the multi-hued
multitude of background dancers follow the dance steps of Balraj with precision.
Even though the musical sequence is the closest in Bride and Prejudice to those in
typically Bollywood movies, Chadha uses certain techniques to make this sequence
palatable for Western viewers. For example, having the character Kiran translate the
lyrics of the song for Darcy is also a way for translating the song lyrics for the
audience without the obvious use of subtitles. The ‘rolling the eyes’ manner in which
Kiran translates the lyrics reveals that the movie acknowledges the cheesy lyrics of
the song and many Bollywood numbers in general but that does not take away from
its entertainment value. Kiran is depicted as a highly Westernized Indian, while Darcy
is depicted as a character that gradually begins to appreciate the distinctiveness of
Indian culture. The humour is deprecating but also provides multiple viewpoints
allowing the audience to make up their own minds. The song starts off as a character-
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focused song but takes on a very Hollywood musical tone with its various registers,
tune changes and different characters joining in the singing revelry. The musical
sequence with its Bollywood-style dancing and singing is contrasted with the tune
changes, various characters singing and the translation of lyrics. Chadha makes an
attempt to stage a typical Bollywood number but use narrative shifts and certain
Hollywood musical strategies to make it palatable.

‘Item song’
In Bride and Prejudice, the item song undergoes an image overhaul wherein
the item girl becomes a black R and B singer, Ashanti. She performs at a rave concert
in Goa and the use of the stage performance gives the ‘item song’ plausibility.
Further, the use of a real life singer performing at a concert would be believable to the
Western audience and is used to explain and justify the presence of the item girl in the
film and the presence of the song in the film. The depiction of an African-American
as an image of sexual desire has not been done before in Indian cinema and thus
provides a basis for future item songs. The ‘item girl’ is adorned with Indian jewellery
and clothing, sings partially in Hindi and is surrounded by shirtless Indian male
dancers.

Ashanti, the first African-American ‘item girl’
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The item girl in Indian films is usually surrounded by scantily clad female
dancers performing provocative dance steps. The sexualized male dancers provide a
different image and foreshadowed the male ‘item’ song that was popularized later.
Chadha shows that the male dancers can also induces voyeurism and ‘scopophilia’
(Mulvey 1975:11) reversing the traditional voyeurism directed at the female dancer.
The only main character, male or female to be eroticized in the movie is Wickham
who emerges from the seashore wet and shirtless. Chadha uses the metaphor of
wetness as eroticisation of a character but here it is the male character and not the
female character. The scantily clad character emerging wet from the seashore is
similar to the image constructs of ‘Bond girls’ like Ursula Andress who have erotic
introductions as characters. Here, as in most Bollywood films sexuality takes the
place of immorality; Wickham plays the villain and this gives leeway to Chadha to
eroticize him since she does not have to depict him as being morally and sexually
chaste.

Censorship
Bride and Prejudice is a seemingly chaste film, atypical by Hollywood
standards. The film can be considered chaste because there are no scenes of feigned
copulation and not even a kiss shared between the romantic leads. The non-depiction
of sexuality is a tongue-in-cheek take off on the absence of kissing in Indian films.
The romantic leads often come close to kissing before the camera pans away or the
scene changes. In the penultimate scene of the movie the lead actors come very close
to kissing before he kisses her forehead. This prolonged anticipation of an act of
intimacy is interrupted and provides pleasure for Indian audiences and frustration for

188

Western viewers. The acknowledgement as well as a take-off of the Indian movie
‘kiss scene’ includes an acknowledgement of censorship that exists in Bollywood.
Similarly, the wet sari scene in Indian movies that usually provides leeway for Indian
actresses to be an overt image of sexuality is replaced by the sprinkler sequence in
Bride and Prejudice, where the lead actress cavorts with the male romantic lead
without actually getting wet. Rain and getting wet have been previously used as
metaphors of sexual excitement and the absence of this in spite of the presence of the
sprinklers leads to a new image construct that Bride and Prejudice employs.

Sub-plot: The character of Mr. Kohli forms the part of the comedic sub-plot.
Although Mr. Kohli is a newer version of the character Mr. Collins from Pride and
Prejudice, his character fits in perfectly to add a slapstick, comedic subplot to the
romantic comedy film. Mr. Kohli’s humour is more physical than some of the other
characters in the film and his presence is purely for comic value. Chadha also includes
a snake dance as a throwback to the snake dances from Bollywood movies of the
eighties and the sequence is very tongue-in-cheek; its reference would be understood
by Indian audiences and Western audiences would still be able to find the sequence
humorous without any background knowledge. This comedic sequence is also
unrelated to the film’s main plot.

Findings from this chapter reveal that some successful crossover films
seemingly focus on stereotypical images of India, mostly negative images that seem
to be pleasurable/cathartic to Western audiences. As we shall see in the next chapter
the touristic gaze films seems to seduce Western audiences and a film like Slumdog
Millionaire reemphasizes that assessment. Secondly, narrative juxtaposition seems to
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be a key in the success of these crossover films and raises the question whether
narrative shifts from the indigenous national framework result in an inauthentic Indian
film. This leads to our final questions concerning authenticity and the Indianess of
some crossover films. These questions of authenticity, narrative hybridity and
negative stereotyping are taken up in my conclusion that I split into two parts, one
looking at the past and the other at the present.
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6.0 Conclusion: The Touristic Gaze Movies
In the previous chapter the diasporic crossover films we studied indicate that
the West seems to voyeuristically exploit India. Movies with exotica and stereotypical
images of India seem to provide voyeuristic pleasure with content that is similar to
Western media portrayals of India and thus is familiar. These films are able to cross
over and be more accessible than movies that are focused on modern urbanized India.
I shall refer to such movies as the ‘touristic gaze’ films, as they provide Western
viewers with an opportunity to visit an exotic new land in the space of a movie. The
touristic voyeur looks for pleasure from stereotypical exotic content rather than
content that already exists within their own country. This type of content not only
provides touristic pleasure but also can also have cathartic value if we look at the
perspective of these crossover films making Western audiences feel good about
themselves and their own country. I will first asses a ‘touristic gaze’ movie, namely
the cross-cultural film Slumdog Millionaire.

6.1 Touristic gaze in Slumdog Millionaire
So far we have looked at the idiosyncratic Bollywood framework and its
appeal to local audiences, the phenomenon of the Bollycat, the significance of the
diasporic audience and the Bollywood NRI film and the crossover film. We shall now
look at another related phenomena, the cross-cultural film (namely Slumdog
Millionaire) to see how a Bollywood-styled film is made by a Western filmmaker. We
have, in other words, a ‘Hollycat’. I would like to analyze the content of the film and
find out the possible elements that have caused the poor response to the film in India
because it demonstrates a key point of this thesis, concerning narrative format and its
transferability.
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In this chapter I will first analyze the plot of the film. I will next analyze
Bachchan’s viewpoints and those of other prominent Indians from the film industry as
well as media personalities partaking in this debate and go deeper into understanding
the bigger questions such as: Are Western directors getting global recognition for
films on India but local Indian filmmakers failing to do the same with their escapist
‘masala’ films? and, Why is India depicted through a “poverty porn” lens (crosscultural films seemingly revel in depicting the squalor and poverty of India) and is the
film a Hollycat? (i.e., is the film a Bollywood film made to appeal to Western
audiences?).

6.2 The plot of Slumdog Millionaire
Slumdog Millionaire is a film by Danny Boyle, famous director of other cult
classics like Trainspotting (1996) and 28 Days later (2002), written by Full Monty
director, Peter Cattaneo (1997), script writer Simon Beaufoy and based on a novel by
Vikas Swarup. The movie is set in India and is a rags-to-riches story about Jamal
Mallik, an underdog achieving fame, money and love after appearing on the Indian
version of the game show, Who wants to be a Millionaire? He is arrested by the
Mumbai police on the suspicion of fraud because he is an uneducated ‘slumdog’ but
knows the answers to difficult questions. Through the course of the film he is
interrogated and reveals to the police officer through a series of flashbacks that he was
aware of the answers to all the questions because each one related to a dramatic
episode of his life. For example, he knows the answer to who was the actor of the film
Zanjeer (Dir: Prakash Mehra 1973) because he jumped into a cesspit of shit in order
to get an autograph of film star Amitabh Bachchan. Through the course of this
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interrogation we realize that he is in fact not in it for the money but for the love of his
childhood buddy, the beautiful Latika. The protagonists are separated by
circumstances but are eventually reunited at the end of the film.

The film was nominated for ten Oscars and its North American gross was
close to $141 million (boxofficemojo.com 2009). Passage to India, Gandhi and
Salaam Bombay were the last few mainstream films about India to gain both
commercial success and also success at the Oscars. But those films were released
almost two decades ago, and the success of this film about India in the mainstream
North American and international media reflects a new international awareness in
audiences who now have access to a globalised industry.

6.3 Why does Slumdog not ‘crossover’ to India: “poverty porn” vs modern India

According to Time Magazine Online, Slumdog Millionaire opened in India to
a poor 25 % attendance in its opening weekend (2009). To film critic Rajeev Masand,
“It's a great, fun film with a big heart. The success of the film lies in the fact that it's
told using the Bollywood idiom — the West has embraced this unique, unusual
format. And therein lies the rub. What works for the West may not necessarily work
for India”. (2009) Despite India being the focal point of the film and the international
publicity garnered by musician AR Rahman for the film, Slumdog Millionaire, as
Masand points out, has not “worked” for Indian audiences.

The film’s title sequence begins with two slum kids being chased by the
police, followed by increasingly zoomed-out overhead shots of the intensely
impoverished Dharavi slums in Mumbai. Most opening shots of Bollywood films are
of scenic, pristine locales. Many Yash Chopra films have title sequences that begin
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with a full-length shot of a lush green Punjabi field (a type of title sequence also
emulated in the crossover film Bride and Prejudice). Such scenic openings are even
included in films that have depicted poverty; the opening perceptibly captures the
beauty of (usually Indian) locations. The crossover film, Water, in spite of the film
being about the harrowing plight of 18th-century widows, opens with the honeyed
tones of the morning sun shining upon lotus blooms on a water bed. However, right
from the outset, Slumdog Millionaire exhibits a grim side of India’s poverty without
hesitation or apparent romanticization.

Beautiful green fields in Bride and Prejudice’s opening sequence

Slumdogs running through the Dharavi slums in Slumdog Millionaire
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Alice Miles, in her article Shocked by Slumdog's poverty porn (2009) says that
Slumdog is not far from “pornographic voyeurism” and is in fact “poverty porn”. She
goes on to say that in the film “mothers die horribly in front of their sons, small girls
are turned into prostitutes, small boys into beggars. I hope it won't spoil the feel-good
surprise if I tell you that one particularly sadistic scene shows a young boy having his
eyes burnt out with acid to maximise the profits of street begging… And it is set not
in the West but in the slums of the Third World. As the film revels in the violence,
degradation and horror, it invites you, the Westerner, to enjoy it, too” (2009).
Numerous websites repeated this poverty porn quote and the question was raised as to
whether this was an equivalent in negative terms of the camatkara wonderment found
in Ray’s close-ups on nature.

The existence of slums and poverty cannot be denied, but the main aim of
Bollywood has been to take audience into an escapist, utopia-like world where strife
that does exist in real life can be forgotten by both the urban and rural audiences. In
movies that do depict the squalor and the “underbelly”, there is redemption in that the
protagonists usually find wealth and then live the sophisticated, urban lifestyle. Jamal
does find wealth in Slumdog Millionaire, but there is no redemption in the regressive
images because we never get to see Jamal enjoy the profits of his success. For the
Indian audiences, images of prostitution, pedophilia, violence and riots have existed in
a few Bollywood films like Bombay (Dir: Mani Ratnam 1995), Roja (Dir: Mani
Ratnam 1992) and Mission Kashmir (Dir: Vidhu Vinod Chopra 2000) and even
Monsoon Wedding, but these image constructs are surrounded with joyous song-anddance sequences, comedic sub-plots, tourism iconography, images of wealth etc.
These dual image constructs would have probably redeemed the “poverty porn”
iconography for Indian audiences and further, for the Western audiences, the
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stereotypical images of India would be juxtaposed with newer images of globalized,
liberalized and modern Indian as is the case with Monsoon Wedding. Yet, this is not
the case and Slumdog Millionaire reemphasizes those stereotypes to create unsettling,
non-escapist image constructs for local audiences and seemingly “poverty porn” for
Western audiences. Priyardarshan says that he “saw the film with a mixed audience at
the Toronto Film Festival. The Westerners loved it. All of India hated it. The West
loves to see us as a wasteland, filled with horror stories of exploitation and
degradation. But is that all there's to our beautiful city of Mumbai?” (2009)

A relevant phenomenon is that of the “slum tourism” that Weiner writes about
in the New York Times. (2009) Weiner says that slum tourism is a guided tour among
the slums of poor countries like Brazil and India (2009). David Fennell, a professor of
tourism and environment at Brock University in Ontario, says in the article that “Slum
tourism is just another example of tourism’s finding a new niche to exploit. The real
purpose, he believes, is to make Westerners feel better about their station in life…It
affirms in my mind how lucky I am — or how unlucky they are” (in Weiner 2009).
Weiner also refers to such tourism as voyeurism. This phenomenon (and the
phenomenon of poverty porn) reveals that Westerners can act as voyeurs, pleasurably
viewing slums and poverty. This study suggests that the slum voyeur feels a cathartic
effect wherein they begin to feel good about their lives in their own country. There is
a possibility that the stereotypical crossover film exploits Indian stereotypes to appeal
to Western audience’s slum voyeurism. Lim says that
If Slumdog has struck a chord, and it certainly seems to have done so in the
West, it is not because the film is some newfangled post-globalization
hybrid but precisely because there is nothing new about it. It traffics in some
of the oldest stereotypes of the exoticized Other: the streetwise urchin in the
teeming Oriental city. (The success of Slumdog has apparently given a boost
to the dubious pastime of slum tourism—or "poorism," as it's also known.)
And not least for American audiences, it offers the age-old fantasy of class
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and economic mobility, at a safe remove that for now may be the best way to
indulge in it. (Lim 2009)

Lim seems to believe that the popularity of Slumdog Millionaire is not only
due to its possession of a doubled narrative but because it re-establishes the
stereotypes that are already well known in the Western world. Thus, cultural discount
is reduced due to familiarity of Western audiences with certain images of India that
have been “programmed”. Rajsekar asks, “doesn’t a country with leading space
technology, nuclear power and IT excellence deserve more?” (2009) The mixed
reaction in India (commercially and critically) to Slumdog Millionaire reveals that
such transnational film products should work to showcase the country and if these
films do not show India positively, then it is harder to be proud of their international
success. Poet and author Chitra Banerjee Divakaruni explains this fascination with the
“maharaja and poverty” motifs and says that, “being fascinated by the misadventures
of characters who are beleaguered, and feeling better about our lives by contrast, isn't
that part of the timeless pull of art? Isn't that why Aristotle praises tragedy for its
cathartic value?” (2009). Nonetheless, for nationalistic Indian critics, the West should
be prepared to accept India as a progressive, wealthy and technologically advanced
country; local filmmakers do accept that this is not the complete reality of India, but
also accept that there are very few popular culture products that defy the obvious
images of poverty and backwardness. Many film-makers attempt to deconstruct and
challenge such ‘old’ identity images.

A lot of iconography in the film is shocking and allows audiences to view
grotesque, unpleasant, misshapen scenes. The young boy jumping into a pit of shit to
get an autograph of film star Amitabh Bachchan is a stark, repugnant scene but could
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also be Danny Boyle’s way of showing the average Indian’s love of film, as they
would stop at nothing for a chance to get an autograph of a film star. The casual
depiction of a poor Indian child covered with shit is seemingly played for laughs by
Boyle, but also can be seen in a negative light (this despite the fact that the scene
seems to be a re-conceptualization of a prior scene in Boyle’s earlier film
Trainspotting). The image in not one that Indians can be proud of and could be
disconcerting. Says Bhaskaran, “What is far more objectionable to me than this is the
demeaning portrayal of India. Poverty is celebrated: destitution, squalor, beggar mafia
and prostitution stare at us from the frames — magnified to distortion, glorified silly
and used as tools of titillation to please the smug white world. Is this not what the
developed West wants to see of India: its underbelly of crime and corruption that
appears all black, dark and depressing with little grey or goodness” (2009).
Furthermore, the Indian orphanage depicted in the film shows one perspective of
Indian orphanages where pedophilia and child brutality exists and thus creates a
stereotype of what Indian orphanages are like.

In Slumdog Millionaire the female protagonist does not have an innocent
virginal image, thus being different from most Bollywood female protagonists. Latika
as a teenager sleeps with Jamal’s brother, Salim, and when she grows up she is
married to a much older, corrupt gangster. This deflowering of the female lead would
have been perceived locally as immoral and extreme and also as spoiling the eventual
union of the two characters towards the end of the film. At the same time the romantic
sub-plot of the film which forms a large part of even Bollywood action films is
largely absent, and thus Indian audiences haven’t been given the opportunity to
witness the two characters falling in love through song, dance and playfulness.The
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love is generated more from obstacles that exist also in most Bollywood films but
they usually have a more developed romantic subplot.

By using the format of the TV quiz show, familiar to both Indian and Western
viewers, Boyle effectively localizes content while also catering for a Western
audience. Also, in the film the younger slum kids, Jamal and Salim speak in a Hindi
but their older characters speak in chaste English. Boyle shoots only a third of the
movie in Hindi and in the rest of the film the ‘slumdogs’ speak in English and the
grown Jamal even has a remnant British accent, which for Indian audiences would be
hard to comprehend. Boyle expects suspension of belief when the characters start
speaking to each other only in English and only the little children speak in Hindi.
Boyle attempts to explain this by including scenes where Jamal works in a call centre,
but it seems that the film panders to a Western audience in the same way as Memoirs
of a Geisha (Dir: Rob Marshall 2005) where the characters speak in English despite it
being set in Japan, or the German characters in The Reader (Dir: Stephen Daldry
2008) speaking in accented English. While this seems to be business as usual in
Hollywood, it seems to occur in only cross-cultural or diasporic Indian films.

The film also attempts to combine gritty realism with distortion of the real. For
example the contestant, Jamal, is sent to jail on the suspicion that he is has cheated
and is tortured by the police. The film needs the idea of corrupt power for the
innocence of the protagonist to evoke pity, and showing police corruption in Indian
films is not uncommon in contemporary work. But the extreme torture where Jamal is
hung from the ceiling and even electrocuted shows India as a brutal society with no
respect for human rights, and even falls into ‘brutality porn’. Local audiences need
not only to be able to to suspend their disbelief, they also need to be able to suspend
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their perception that the Western world is viewing a (heightened) stereotypical, even
prejudiced view of India. Slumdog Millionaire may be perceived as a slice of reality
but what is depicted is possibly unrealistic from an Indian (audience) perspective as
they would be more accustomed to the escapism and pleasure pauses of the
Bollywood film.

In another scene in the film Jamal, who learns to be a tour guide, is beaten up
outside the Taj Mahal when he is ‘saved’ by American tourists. Jamal tells the tourist
that “you wanted to see real India, this is real India” (i.e. violent and
uncompassionate), to which the Americans respond by comforting him and then
giving him money, saying that this is real America. This scene can be perceived as a
critique of India and showing Americans as compassionate, giving people. It has
appeal for American audiences, but not for Indians (although there may be an ironic
critique of America’s unthinking assumption that cash solves everything).

There is also a scene in the film which depicts the Hindu-Muslim riots that
occurred in India in 1993. The scene shows a number of Hindus attacking Muslims,
beating them up and killing them. Kanchan Gupta says that Slumdog Millionaire
defames Hindus by showing “Hindu policemen torturing Muslims by giving them
‘electric shock therapy’, street children being physically disfigured and then forced to
beg, and such other scenes of a medieval society where rule of law does not exist and
every Hindu is a rapacious monster eager to make a feast of helpless Muslims”
(2009). The scene seems to show a one-sided view of the riots with scenes of
fundamentalist Hindus beating up Muslims. The little (Muslim) children go to the
police, who do not seem to care about the plight of the children or the violence
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perpetrated by the Hindus. Although the scene is a small part of the film, it can be
perceived as taking an anti-Hindu stance.

6.4 Critical responses
On the 13th of January a blog entry by Amitabh Bachchan elicited an online
debate. The blog entry says,

If SM (Slumdog Millionaire) projects India as Third World dirty under
belly developing nation and causes pain and disgust among nationalists
and patriots, let it be known that a murky under belly exists and thrives
even in the most developed nations. Its just that the SM idea authored by
an Indian and conceived and cinematically put together by a Westerner,
gets creative Globe recognition. The other would perhaps not. The
commercial escapist world of Indian Cinema had vociferously battled for
years, on the attention paid and the adulation given to the legendary
Satyajit Ray at all the prestigious Film Festivals of the West, and not a
word of appreciation for the entertaining mass oriented box office block
busters that were being churned out from Mumbai. The argument. Ray
portrayed reality. The other escapism, fantasy and incredulous posturing.
Unimpressive for Cannes and Berlin and Venice. But look how rapidly all
that is changing. Retrospectives in Paris and New York. Dedicated TV
channels running Hindi cinema on prime timings. Premiers at Leiscester
Square, the home of all Hollywood royalty, thronged by hundreds on the
street in cold biting weather. Affable recognition at most corners of the
universe… And a dear friend from Los Angeles wires in that Hollywood is
abuzz with India and the phenomenal talent that exists there. We’re talking
cinema still! (2009)
His viewpoint received considerable coverage from the international media
and from the Indian bloggers debating the merits and demerits of this observation. A
majority of the cast and crew of Slumdog Millionaire (2008) were Indian, yet
Bachchan does not feel a sense of ownership of the film. Slumdog Millionaire
winning a Golden Globe was not publicized by the Indian media as much as AR
Rahman winning the Golden Globe for best Original score; Rahman is unquestionably
an Indian musician scoring for many popular soundtracks from Bollywood as well as
the South Indian film industries. Danny Boyle, the director, is not Indian and neither
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is the producer, so taking pride and revelling in its success is more restrained in
comparison to a film like Lagaan being nominated for an Oscar, because of the sense
ownership with Lagaan.

Slumdog Millionaire’s success was publicized in prominent articles about the
film carried by mainstream newspapers like The New York Times and The Los
Angeles Times, whereas a small critical entry in a blog by popular Indian actor,
resulted in a worldwide (mainly online) debate about the merits and demerits of the
Hollycat, Slumdog Millionaire. I would like to study this new phenomenon of the
Hollycat, whether it follows a similar paradigm of the touristic gaze film, how it fits
in with the crossover, and to speculate on what the future of Indian cinema might be.
In other words, I want to pose the question of whether it is India’s turn for such a type
of production.

6.6 Outsider vs Insider: Why Boyle, Why not Ratnam?

In his blog entry, Bachchan mentions how the escapist world of Bollywood
cinema has been largely ignored by film festivals around the world (and also by
Western audiences). He calls this scenario as a battle of adulation wherein ‘realist’
films like those of Satyajit Ray and Slumdog Millionaire find Western appreciation
but mainstream Bollywood films that have entertained local Indian audiences for
decades remain largely ignored (in the Western world) both critically as well as
commercially. Madhur Singh says that, “For many Indians, the film's subject and
treatment are familiar to the point of being banal. A lot of Indians are not keen to
watch it for the same reason they wouldn't want to go to Varanasi or Pushkar for a
holiday — it's too much reality for what should be entertainment” (2009). In other

202

words Slumdog Millionaire doesn’t take us into an escapist journey, another world
where the ‘masala’ variety show entertains, moves and you can rejoice in the
climactic triumph at the film’s climax. There is “too much reality” in Slumdog
Millionaire even though it is a film inspired by Bollywood films and linked to their
history. Singh and Bachchan seem to believe that the local audiences would find it
hard to comprehend its grim linearity where there is no ‘pause’ from the film’s tragic
proceedings until the very end of the film. Like Nandy, Bachchan also brings up a
similar point about narrative authenticity. The art films, diasporic film and now crosscultural films are depicting this sordid, ostensibly nauseating underbelly and gaining
considerable Western attention and viewership but the escapist cinema with
“incredulous posturing” has failed to get the same adulation. Indian filmmaker
Priyadarshan, perhaps spurred on by Bachchan’s views believes that “Just because a
white man has made Slumdog Millionaire, we're so happy with it? I've read Vikas
Swarup's novel Q&A. It should have been made by Mani Ratnam. Then you'd have
seen what he would have done with Mumbai”. (2009)
Namrata Joshi agrees:

This is not a grouse about how the West sees us. It’s how we ourselves are
responding to the film-as though no Indian filmmaker has ever cast his or
her eye on slums, or dealt with real, uncomfortable issues. Have we
forgotten Dharavi and Chakra? Parinda, Satya, Black Friday and
Company captured the city’s underbelly just as well, if not better. If
Slumdog is gritty, the recent Tamil film Subramaniapuram, about
unemployment and unrest amongst the youth in the ’80s, is grittier. But
would the world accept this little gem from a newcomer called Sasikumar?
Would they get engaged with a warm and quirky film like Khosla Ka
Ghosla, on a retired old man’s struggles to reclaim his plot of land? Will
they ever figure out the hullabaloo over catching a wild bull in a delightful
Marathi film like Valu? Or the kinetic energy and thrill of a Johnny
Gaddar? Would Slumdog itself have got as much approval, even from us,
had it been directed by some Sriram Raghavan, Dibakar Banerjee or
Shimit Amin? Boyle has taken the Bollywood form-its melodrama, lack of
logic, predictability, stereotypes, cliches and song-’n-dance-and served it
to the West with dollops of ‘realism’. (2009)
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Radhakrishnan has a different perspective on the whole debate. She says, “that
the fantastic and the unreal, the impossible narrative of the individual, may provide a
much more equitable lens through which to portray inequality and social ills across
cultural boundaries. It is precisely this surprise that I think Danny Boyle offers to the
world of cinema on India. And it’s why I say that, even though Danny Boyle
obviously relied heavily on very smart, insightful Indians to pull this movie off, the
mark of an outside perspective on this movie is indelible.” (2009). This suggests that
it needed a Western filmmaker to come to India and give a third person perspective on
the country. A viewpoint that is introduced into the narrative unhindered in providing
variety, pleasure pauses and ‘masala’ to the pan-national audience and with the ability
to make a film about India and Indians that is seemingly equitable and that speaks to a
world (not just a Western) audience.

Nirpal Dhaliwal believes that “Bachchan's blinkered comments prove how
hopelessly blind he and most of Bollywood are to the reality of India and how wholly
incapable they are of making films that can address it. Instead, they produce worthless
trash like Jaane Tu, Rock On!! and Love Story 2050, full of affluent young Indians
desperately, and mostly idiotically, trying to look cool and modern” (2009). The
debate turns into an outsider creating an ‘honest’ portrayal of India that is accessible
to a Western audience vs a Bollywood filmmaker making an escapist film that shows
young, modern and hip India. One viewpoint suggests that only a (white) filmmaker
detached from the Bollywood film industry can create a narrative that depicts realism
in India, the kind of realism that Satyajit Ray depicted and that manages to crossover
due to its reduced cultural discount. Another viewpoint suggests that Bollywood
should be accepted as it is.
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6.7 Slumdog: The re-emerging Hollycat

What can be understood from the plethora of voices ‘against’ the film is that
the portrayal of India was negative and there is no redemption to the poverty porn.
The climax of the ‘feel-good’ film ends with the brother committing suicide in order
to kill the main villain, and Jamal earning 10 million dollars and getting to be with the
one he loves. The obvious deus-ex machina ending allows the main characters who
have been living tragic lives to finally have money and love after a plethora of hurdles
that magically disappear towards the end of the movie. The coincidental (and hyperreal) scenarios are very Bollywood-esque with the presumed happy ending. Where the
film differs from Bollywood is that there are no escapist pleasure pauses within the
diegesis; the films serves as a series of unpleasant events, torture and heartache but
until the end of the movie there are no scenes punctuated with pleasurable pauses.
Towards the end of the film, there is a Bollywood-style song-and-dance sequence that
is not part of the narrative but part of the end credits of the film. By not including the
song within the diegesis of the film, Boyle allows Western audiences to appreciate the
linearity of the narrative and once there is a completion of that enjoyment he increases
the pleasure of the film by adding a song sequence at the end. The song is less of
pleasure pause and more of an after-viewing pleasure where the joyousness and
spontaneity of the Bollywood song-and-dance number can be unhindered by creating
an alternate universe for causal relation to the film’s plot and explaining its presence
to Western audiences. Priyardarshan goes onto to say in his vitriolic attack on the film
that “Slumdog Millionaire is nothing but a cheap trashy mediocre version of those
commercial films about estranged brothers and childhood sweethearts that SalimJaved used to write so brilliantly in the 1970s. And please quote me clearly on this. If
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the Golden Globe and Oscars committees have chosen to honour this trashy film it
just shows their ignorance of world cinema” (2009).

Slumdog Millionaire is inspired from numerous ‘masala’ Bollywood films
from the 70s and 80s. Many of the films from this time period depicted extreme
poverty, innocent people being jailed and tortured, extreme living conditions and
characters suffering from disabilities. Slumdog Millionaire ostensibly appropriates
many of the scenes from these movies including the little children backstory from
Salaam Bombay and the good brother-bad brother storyline from Deewar. The
character Salim is similar to the character of Vijay in Deewar who begins life as a
menial labourer but eventually is attracted to the underworld. The character Javed
bears a striking resemblance to the character Raj Kumar Gupta from the film Trishul,
both characters are evil millionaire construction workers who must be defeated. Some
of the police brutality, torture, grotesque violence were very similar in style and
editing to similar scenes in Ram Gopal Verma films (a director known for his realism
in Bollywood films), and Vishal Bharadwaj films, especially Maqbool (2003) about
the Mumbai Underworld. The Hindu-Muslim riots depicted in Slumdog seem almost
identical to the ones depicted in the Mani Ratnam film Bombay and Black Friday
(both films about the Hindu Muslim riot that occurred in 1993). The character, Jamal
is a throwback to many films that actor Shashi Kapoor acted in in the seventies and
early eighties (especially Deewar), the docile, honourable brother who doesn’t fall
prey to corruption that his brother has succumbed to. Further, the storyline of two
lovers being separated by circumstance but finally being reunited in the film’s climax
is the plotline of countless Bollywood films of the past.
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Boyle says that his main Bollywood and diasporic film influences were Mira
Nair, Satyajit Ray’s Pathar Panchali, Ashutosh Gowarikar’s Lagaan and Aamir
Khan’s Taare Zammen Par, most films which have the underdog triumphing (in
Jivani 2009). On being ‘inspired’ by numerous Bollywood films, Danny Boyle says
that “We (filmmakers) steal from everywhere…I usually have a series of films that I
want the actors to watch, but with Slumdog Millionaire, we wanted to create an
approach that the city would dictate.” (in Kaufman 2009) Boyle says that he found
three contemporary Bollywood dramas “very inspiring”: Anurag Kashyap’s Black
Friday (2004) and Ram Gopal Varma crime thrillers Satya (1998) and Company
(2002) (in Kaufman 2009). It is interesting to note that just like filmmakers of the
Bollycat, Boyle too seems to derive ‘inspiration’ from content from another country.
He goes on to say that “These serious films are much more interested in realism,”
unlike standard pop Bollywood fantasies, “and that made me feel secure about
enforcing this kind of British realism in the film” (in Kaufman 2009). The realistic
iconography of Slumdog Millionaire is quite similar to Mira Nair’s Salaam Bombay
and both films feature young slum dweller children. Slumdog Millionaire in that sense
is quite similar to the ‘provocative crossover’ film with stark realities, unsetting
scenes and images of corrupt, poor, socially disparate India. A film like Slumdog
Millionaire is more commercial than the ‘provocative crossover’ film because films
like Water and Salaam Bombay have been made by Indian (albeit diasporic directors)
but a ‘phirang’ coming into the country and depicting India in a negative light is
perceived as pushing it too far.

Kesavan says that,

…the difference (with Slumdog Millionaire and Bollywood) is that the
Bombay film’s primary viewership understands its language and its
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milieu whereas Slumdog Millionaire’s intended audience doesn’t. Danny
Boyle’s need, therefore, to make a Hindi film for an English-speaking
public results in a hybrid so odd, that it becomes hard for the Indian
viewer to do the thing that he so effortlessly does with Ghajini or Om
Shanti Om — namely, suspend disbelief….Irrfan Khan has said in an
interview that sometimes you need an outsider’s perspective to properly
see a world that Indians take for granted. On the strength of Slumdog
Millionaire, it’s hard to know what he means, unless he’s speaking of
Boyle’s ability to entertain a metropolitan world that’s ready to watch
Hindi films as long as they’re made in English. That is something of a
talent, but as a consumer of Hindi films, I couldn’t help thinking that a
world had been lost in this translation. (2009)
A white filmmaker attempting a Bollywood-style film for Western audience
again brings up the question of outsider status. The question is: why alter the narrative
that is has such a long tradition and following among local and diasporic Indians, and
that has been popular for decades? Namrata Joshi compares the Bollywood narrative
with Slumdog Millionaire and feels that many of the scenes in the film fail to be
“madly entertaining” or energetic or exuberant as some Bollywood films. She says
that

Even as an entertainer, Slumdog can’t do a Bollywood, though Boyle
plunders maniacally from it. His storytelling is not half as madly
entertaining as our masala films are. The template of two brothers going
divergent ways goes back to Deewar, but lacks its zing, or the powerful
dynamics of the class struggle. Nor does it better the guided tour of the
Taj and the hoodwinking of tourists that Bunty aur Babli did with the
hilarious “sale of Taj”. And while Slumdog has made A.R. Rahman the
first Indian to win a Golden Globe, the last item number, ‘Jai ho’, is
badly choreographed, more like an aerobics video, and has not an ounce
of the energy and exuberance of a Chhaiyyan chhaiyyan or a Kajrare.
It’s perfectly okay to look for approval from the West. After all, who
doesn’t like more commerce and a bigger market? But to suddenly
discover ourselves after Boyle has, well that’s an incredible stretch.
In a way Joshi says that what the Western world is experiencing is a watered
down version of Bollywood. There are no comedic sub-plots pleasure pauses in the
film and thus there is no pause after the dramatic events occur, but the film does
include a song-and-dance sequence. The song features after the movie ends as an end
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title sequence and thus the joyous end allows audiences to experience a pleasure
pause unhindered by narrative constraints that a Hollywood-styled musical number
would have been. The song is the definitive escapist song-and-dance sequence
because within the four minutes of the song the grim lives of the characters escape
into a hyper-real joyous world where passengers join in, in synchronized dancing and
trains in the busy Mumbai train station stand still during this time period.

Chaiya Chaiya: The Bollywood train dance

Slumdog Millionaire’s version of the ‘train’ dance

209

The song features hundreds of background dancers and the mise-en-scene
resembles many Bollywood sequences shot in/on trains and train stations, most
strikingly the song ‘Chaiya Chaiya’ that is shot atop a train. The film however ends
with the trains resuming their travel, all the passengers suddenly absent (and on the
trains) from the station and the two lovers walking hand in hand. Just like the song
sequence Mangta Hai Kya, that I discussed in chapter 2, Boyle goes from the alternate
world of song and dance and ends the films with characters firmly back to reality
living their normal day-to-day life.

6.7 Conclusion

As seen in the previous sub-topic, Slumdog Millionaire is directly inspired by
many Bollywood films and uses many of the cues and metaphors of Bollywood to
include within a British (and Hollywood) format of filmmaking. If a successful
Hollywood film can imbue a film’s narrative with a couple of pleasure pauses then
there may be a stage when Western audiences will be able to understand the presence
of all the pleasure pauses and the indigenous Bollywood film format, and appreciate
these films in a similar manner as local audiences understand and appreciate them.
The cross-cultural and crossover films might be a bridge for mainstream Bollywood
and towards creating accessibility to the ‘masala’, non-genre defined film. On the
other hand, further Hollycats might create their own filmic space wherein they may
not be able to be identified through distinct national (narrative and geographical)
identities.

Would Western audiences even be interested in films that depict a
Hollywoodized modern India? Or would their interest still be in the camatkara
iconography of young boys drenched in shit or widows with shaved heads or children

210

living in squalor? It would be harder than even diasporic films for films like Slumdog
Millionaire to gain ownership with local audiences due to the fact that the ‘phirang is
depicting India and Indians in a seemingly negative light. On the one hand, Western
filmmakers could create a diegesis that creates new image constructs that appeal to
Indian audiences, filmmakers and critics; it would help in creating some sort of
ownership and pride in the cross-cultural exchange of Indian and Western talent and
international synthesis. The poverty and exotic India iconography have been a
mainstay of earlier cross-cultural film products like City of Joy and even diasporic
films like Water but a film with a more positive take on a developing, modern India, a
film that promotes India’s duality of modernity and traditionality rather than a
‘demoter’ of regressive India would allow Indians to feel a sense of ownership for the
Hollycat. At the same time, even if this does occur there is that lingering question that
Priyardarshan posed: Why a White filmmaker and why not Mani Ratnam? In other
words, why is a Western filmmaker getting accolades for what Bollywood filmmakers
have been doing for years?

The Bollywood film industry has evolved thanks to the multiplex boom, and
the importance of diasporic and urban audiences. Through it all, the film industry has
been able to maintain its idiosyncratic blend of heightened realism and escapism,
punctuated with enduring pleasure pauses — an identity quite distinctive from
Hollywood. In the future, it will be interesting to see if Bollywood is able to maintain
its distinctiveness or whether the desire to cross over will dilute the indigenous
narrative and thus homogenize the Bollywood narrative. A question that stands out
about the future of Indian films is whether more cross-cultural film products like
Slumdog Millionaire will help Bollywood’s narrative be widely understood, accepted
and maybe even incorporated by various world cinemas (including Hollywood). Also
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of note would be whether the Bollycat film will continue to exist if the copyright laws
are changed, the ‘lay person’ rule abolished, and major Hollywood studios start suing
Indian filmmakers. Will this lead to more originality and less inspiration, or will the
Bollycats continue to be an essential part of the Bollywood film?

This thesis has surveyed very complex multidirectional cultural transactions.
Included in these transactions are the Bollycat film, Bollywood NRI film and the
crossover film. This thesis has also looked at online discourse and how it shapes the
way the industry perceives itself and its cinemas. The dialogue between critics,
filmmakers and scholars indicate that there is no consensus as to what the crossover
film is, neither is there a consensus as to what it ideally should be like in the future.
By analyzing this online (and print) dialogue I have been able to shed light on how
this discourse shapes the way the Indian film industry perceives itself and its cinemas.

In this thesis we looked at the Bollycat not from the perspective of Western
crossover potential but from the aspect of audience expectations through the eyes of
the filmmakers. The study of the Bollycat established a key point in this thesis, that
cultural discount is not just an east-west unidirectional issue, but can be
multidirectional, and there are industrial strategies to deal with this situation. These
industrial strategies of culturally making over content and narrative have worked
successfully in Bollywood but they are still at a nascent stage when it comes to the
crossover film. In this thesis I also looked at Bollywood films specifically targeted
towards the diasporic film market. Here is a type of film that has clearly established a
steady overseas market but not a wider non-ethnic audience. These films are
significant in an overseas context more from being culturally significant from a
Western perspective than a crossover context. Since these films share the same
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cinemas as Western films, have concerts in Western countries featuring Bollywood
stars, have film premieres in these Western countries, are occasionally shown on
television, they have increased in the Western public eye since the nineties, the
Western audiences are gaining awareness of their existence and some of their
narrative and content. In future years further awareness will lead Western audiences
to understand the context of pleasure pauses and possibly embrace these films on their
own terms. As we looked at previously in this chapter, that opens doors for an
authentic Indian film making a crossover rather that the hybridized crossover made by
diasporic filmmakers.

In this thesis we have looked at narrative strategies and content that have
worked in the crossover film and it is evident that there are certain types of films that
are already clearly more marketable and accessible to Western audiences. These are
the films with a hybridized narrative and the ‘camatkara’ content. This successful
formula has existed in earlier significant transnational successes like Ray’s films,
early films of diasporic directors like Mira Nair to current diasporic crossover films to
the cross-cultural Slumdog Millionaire. If we have to compare the strategies of the
Bollycat with the crossover, we can see that both have distinctive set of strategies in
place to not only reduce cultural discount but also to be commercially viable. These
strategies have been taken advantage of mainly by diasporic filmmakers walking the
tightrope of hybridizing east-west narratives and creating films that are in dialogue
with Western audience expectations and accessibility. However, this strategy creates
internal unrest among industry insiders like Bachchan and Priyardarshan, as we have
clearly seen in the final two chapters. As Samant pointed out in chapter four, there are
Indian industrial expectations of Western acceptance of an indigenous narrative
framework but that acceptance has been negligible till now. Even the Oscar
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nominated Lagaan fails to have acceptance and the reach of a Slumdog Millionaire or
even a diasporic filmmaker’s film. Attempting to get an Oscar nomination is clearly
an important industrial strategy but post-Lagaan none of the films, including Devdas,
have made the shortlist. Thus, this strategy is a long term one, with the possibility of
the ‘right’ film being sent to the Oscars and that film gets nominated. Even if this
nomination does occur there is possibility that this film might have minimal Western
commercial success similar to Lagaan. However, minimal crossover success
gradually sets up Western audiences to eventually accept the Bollywood narrative as
is, especially after Western critical approval from the Oscar committee.

The argument I am making is that Western audiences and critics have already
appreciated certain crossover films, the films by diasporic filmmakers. This type of
film has more often than not achieved a degree of success and could be the key for
local filmmakers to create a crossover film. The only brick wall is the authenticity of
such films and whether such films truly represent Indian cinema and Indian talent.
Creating a diegesis tailored for the Western market seems to pander to Western needs.
But doesn’t the Bollycat do a similar sort of pandering, tailoring Hollywood content
to appeal to Indian audiences?

Bollywood needs to capitalize on Slumdog Millionaire to recapture and
redesign a ‘new authentic hybrid narrative’, to move on from the uncompromising
narrative rigidity of the indigenous national framework. These films need not
necessarily depict India in a negative light but can employ the dichotomy of depiction
to reduce cultural discount. Instead of viewing this phenomenon of the touristic gaze
film as an act of repression, regression and colonialism the aim should be to move
beyond the local to create a global hybrid that has a wider cross-cultural audience and
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yet is ‘authentically’ Indian. In such a scenario a new narrative will be created and
thus a new type of authentic Indian film.
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